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Abstract 
 The purpose of this study was to investigate whether interaction with an emotionally 
resonant landscape environment might facilitate engagement with the art-making process. To 
collect data, the artist-researcher decided to paint en plein air every day for four months at 
Beetlebung Farm, a small, charismatic New England family farm. She documented her process 
with photos, and reflected on her practice in a daily art journal. Additionally, she conducted 
interviews and innumerable informal discussions with farm family members, farm workers, farm 
visitors, art collectors, and artists. Content analysis was focused on the writings of Betty 
Edwards, Wolf Kahn, and Claude Monet. The literature review included technical books and  
the art work of George Innes, Wolf Kahn, Claude Monet, Stan Murphy, John Singer Sargent, 
Allen Whiting, and Andrew Wythe, among others. Through a combination of data analysis and 
personal reflection, the artist-researcher concluded that art-making process was not only 
facilitated by a relationship with an emotionally resonant place, but that the union of place, 
artistic practice, and reflection can provoke critical insight into the nature of relationships.  
 Keywords: place, en plein air, self-awareness, self-identity, landscape painting 
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Chapter One: Introduction 
 
 The intention of this study is to gain knowledge about how landscape painting en plein 
air might facilitate engagement with the art-making process. There are three subtopics to explore: 
• How might place stimulate art-making activity? 
• How might this stimulation motivate development artistic skills? 
• How might this development facilitate engagement with the art-making process, 
encompassing critical and aesthetic inquiry? 
 Data was collected within the format of an art-based qualitative research study. The 
premise was to paint a series of en plein air paintings at a specific location for a time span of four 
month.  An art journal was used to record reflections on the art-making process and the nature of 
place. Throughout the entire research time frame, interviews and informal discussions were 
conducted, and literature was continually reviewed. 
Background to the Study 
En Plein Air  
 Emotional connection to a place might stimulate artistic activity. Octogenarian artist Ray 
Ellis notes, " I have spent my life painting things and places I love...However, it was my 
intent...to capture...my impressions of each place, each scene, each moment as it occurred in 
time" (Leeds, 2004, p. 23). 
 That stimulation might facilitate the pursuit of a repertoire of skills for visual perception 
and artistic response. These skills may then facilitate the ability to translate experience into 
plastic form that can be understood as possessing representational and abstracted formal value. 
As plein air artist and teacher Richard McDaniel (2005) notes, "Pure plein air painting is an 
incredible experience...for you are forced to focus on what is essential to the process of 
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painting...are encouraged to become more effective in...observation of the motif...plan of 
composition, and...execution of the artwork" (p. 22). 
 Study data might provide insight into the significance of place relations for an individual 
and community. Villeneuve (2009) suggests, "A community-inspired curriculum helps students 
realize that artists do not operate in a vacuum" (p. 6). This study is therefore interested in 
discovering whether engagement with the art-making process in might enable en plein air 
landscape imagery to simultaneously embrace representation and abstraction to evoke place. 
Abstraction generally evokes emotions, and representation evokes physical space. The 
combination might be the most effective method of expression for landscape imagery. 
Landscape as Subject  
 Form. The selection of landscape as subject offers creative potential beyond the 
depiction of pleasing scenery. It is a format that encourages the integration of perceptual and 
cognitive impulses. In other words, a landscape can have meaning as an abstraction and 
representation at the same time, without lessening it's value in either camp.  
 For instance, the paintings of Wolf Kahn are constructed with an abstract pictorial 
approach, and are also deeply rooted in perceptual response. Kahn's aim was to realize works in 
direct connection to the world. (Kee, 2011, p. 11). His interest seems to be about the 
relationships of energy. Artist Allen Whiting has a similar sensibility, but with more emphasis on 
physical presence and volume. His use of form and color are expressive of physical relationships, 
while Kahn's art is more evocative of emotional response. For both, personal context embodied 
in imagery informs an expressive use of formal qualities to deep emotional resonance. Whiting 
(2006) suggests that he does not select subjects on the basis of historical connection. However, 
he is acknowledges this enhances artistic response to his work (p.52). 
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 Content. Landscape as subject offers a unique social dimension in creation and 
reflection. A landscape scene is accessible. It is a universally understood visual design motif. 
Kee (2011) suggests, "It is the element of shared experience that is central...a meeting point 
between the real world and...subjective experience" (p. 11). Additionally, Atmosphere can help 
turn details into abstract shape and color. Allen Whiting (2006) notes,  "Landscape is the arena 
where I have chosen to address the issue of painting. .I hope my voice become audible 
somewhere near the intersection of my ideas and my method of expression" (p. 119). 
Research Goals 
 Essentially, this study was designed for the specific purpose of gaining knowledge about 
how the art-making process might be stimulated by a combination of emotional response and 
physical response to an actual environmental situation. 
Objectivity and Subjectivity 
 Place. Because standing in a landscape is an authentic experience that occurs at a specific 
time, I believe that painting a landscape engages an intimate connection with nature at a given 
moment. For me, this connection is what defines place.   
 Self. Artists must retain objectivity in the art-making process, but also must stay 
connected to their subjective perspective. They must recognize and acknowledge their personal 
identity to reflect, interpret, and express a personal response to environment. This study was 
designed around the idea that examining an actual artistic practice would provide the best 
laboratory environment for the examination of process and response 
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Research questions 
 How might landscape painting facilitate engagement with the art-making process? 
Categorizing the senses as either physical or mental helped to shape the basic inquiry 
and these three subtopics:    
• How might place stimulate art-making activity? 
• How might this stimulation motivate development of artistic skills? 
• How might this development facilitate engagement with the art-making process? 
 
 
Conceptual Framework 
 
Methodology 
 
 This study was designed around the concept that art practice is research. The practice was 
to paint a series of en plein air paintings, working daily at a specific place for an extended time 
frame of at least fourteen weeks.  Reflections on the process were documented.  
In addition to solitary painting activity, there were interviews, informal discussions, as well as  
an ongoing literature review. 
Methods of Data Collection 
 Data was collected through the recording of journal entries, structured interviews and 
informal discussion that came about naturally through daily interaction. Data was also gathered 
from analysis of artwork produced during the research time span.  
 Interviews. Interviews were associative, and encompassed casual social discussion. The 
questions were unstructured, and centered upon the farm, food, and progress of the paintings. 
The associative approach allowed participants to discuss and analyze great amounts of 
information. The artist-researcher found that most farm visitors were interested in oil painting, 
and willing to engage in conversation about this project. 
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 Reflection. Daily entries were made in an art journal, in verbal and visual form.  
 Literature review. Throughout the study, an ongoing review of literature was conducted. 
The literature includes artist retrospective books, oil painting and landscape painting technique 
books, and scholarly articles. There are five categories of research literature:  
1. Retrospective books about influential en plein air artists. These artists include Edward 
Hopper, George Innes, Claude Monet, John Singer Sargent and Andrew Wyeth. 
 
2. Locally based en plein air artists whose imagery is both abstract and representation. 
These artists include Wolf Kahn, Allan Whiting, Stanley Murphy, and Ray Ellis. 
 
3. Contemporary artists who specialize in representation. These artists include Andrew 
Wyeth, Stanley Murphy, and Ray Ellis. 
 
4. Books about oil painting techniques for landscape painting.  
 Research and apply techniques, reflect on the results. 
5. Scholarly writing with a focus on the relationship of art and place. 
Methods of Analysis  
 Data gathered from interviews, reflections, feedback, artwork, and review of the 
literature. The primary method of analysis was triangulation. Coding categories were fairly fluid.  
As data was analyzed, reflections were recorded.  Areas of concern were general enough to allow 
flexibility for analysis structure over the four-month time span. Reflection and discussion were 
particularly of interest, as it was discovered that the majority of interviewees are also involved in 
the practice of a creative medium of some type, including culinary arts, music, photography, and 
poetry.  
Theoretical Framework 
 Artistic engagement is a process of discovery, involving interpretation and revision of 
both personal and shared knowledge. Art processes may be structured by practice, yet meaning 
and context may be explored through intuitive associations. It may be most illuminating to 
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pursue connections generated from reflection, although data analysis may be complicated.  
As Maxwell (2005) notes, "Unstructured approaches...allow you to focus on the particular 
phenomena being studied...they trade generalizability and comparability for internal validity and 
contextual understanding, and are particularly useful in revealing the processes that lead to 
specific outcomes" (p. 80). 
 McNiff and Whitehead  (2010) suggest that an action research report tells a real life story, 
with descriptions, reflective explanations, and critical analyses woven together (p. 31). 
Additionally, McNiff and Whitehead note, "Working with these descriptive, explanatory, and 
critical frameworks means that an action research report will contain multiple layers of 
increasing complexity, where each layer involves a different 'voice' and perspective" (p. 32). 
Significance of the study 
 En plein air painting has particular resonance in this era of virtual relationships and 
indirect experience.  It is an increasingly popular format for artistic activity. One reason for its 
appeal could be the direct interaction of materials, art-maker, and subject.  The artist touches and 
manipulates the paint, and channels the experience of an actual moment so that others can share 
understanding of that moment. The en plein artist can find inspiration in the use of classical 
techniques to realistically render the physical characteristics the appearance of place, or possibly 
use elements of that technique to build a personal vocabulary of plastic form and abstract 
relationships and evoke an emotional experience in place. 
 This study is concerned with the relationship of place to engagement in the art-making 
process. The findings of this study are significant because en plein air painting is about 
engagement of the art process while immersed in a physical space, as well as a metaphorical 
concept. As Carroll (2007) suggests, "What begins as literal can be taken to metaphorical levels 
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of expression" (p. 75). An inquiry into the nature and function of place might have particular 
contemporary significance. As Ball and Lai (2006) note, " Arts and humanities education have 
marginalized the importance of place in general, and the inhabitants of specific places in 
particular " (p. 265).   
Limitations of the study 
 This research project is constrained by the four-month time span. All paintings were 
produced outside, and so could not be done in inclement weather such as rain. There were no 
stylistic constraints. Professional quality artist materials were used. Reflection was a primary 
data source, and the findings are understood to be concerned with the subjective experience. This 
study was designed to be primarily concerned with the relationships of an individual, and not 
necessarily concerned with group relationships. 
Conclusion 
 This study was designed to provide an ideal opportunity to investigate the value and 
purpose of art in daily life. Place and self are big ideas that might inspire curriculum design, as 
well as art-making processes. Reflections of a daily practice of engagement in the art-making 
process may offer significant insight into these themes. In addition, reflection is an open-ended 
process that is inherently concerned with development. Documentation of the relations between 
physical process and associative reflection could offer some interesting insight into the nature of 
art processes in general. 
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Plan	  of	  Chapters	   
 In addition to this introductory chapter, the content of this report is organized as follows: 
Chapter Two is a review of the literature essential to this project. Chapter Three will describe the 
research methods and organization of data; Chapter Four will be concerned with data analysis 
and validation; Chapter Five will assess the results of the study, and discuss the significance this 
the research project might have for artists and educators.  
Definition of terms 
 Association. Noun. The connection or relation of ideas, feelings, sensations, etc.; 
 correlation of elements of perception, reasoning, or the like. 
 
 Cognition. Noun. The mental act or process by which knowledge is acquired, including 
 perception, intuition, and reasoning 
 
 Emotional. Adjective. Actuated, effected, or determined by emotion rather than reason. 
 
 En plein air. A French term meaning "in the open air", and is used to describe the act of  
 painting outdoors. 
 
 Flow. Verb. To proceed or be produced continuously and effortlessly. 
 Relation. Noun. The state or condition of being related or the manner in which things are 
 related. 
 
 Objective. Adjective. Being the object of perception or thought; belonging to the object 
 of thought rather than to the thinking subject. 
 
 Resonance. Noun. The condition of a body or system when it is subjected to a periodic 
 disturbance of the same frequency as the natural frequency of the body or system. 
 
 Response. Noun. An answer or reply, as in words or in some action. 
 
 Subjective. Adjective. Relating to or of the nature of an object as it is known in the mind 
 as distinct from a thing in itself.
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Chapter Two: Literature Review 
Research Question 
 The purpose of this study is to gain knowledge about how landscape painting en plein air 
might facilitate engagement with the art-making process. This chapter begins with a brief 
overview of the conceptual framework of the study.  Next, a literature review will support the 
theoretical framework.  The conclusion will discuss tacit and theoretical understandings of the 
study, and possible impact and relationship to the study. 
Conceptual Framework 
 This project is designed as an art-based qualitative research study (See Figure 2.1). The 
artist-researcher painted daily on location, and used oil paint and oil-primed linen, as well as soft 
pastels on paper. This practice was maintained over a time span of four months. Paintings of 
various sizes were produced, based on a variety of landscape scenes on the farm.  Daily entries 
were made in an art journal. This art journal was divided into four sections: Ideas, sketches, 
preliminary product, and final product. A daily photographic journal documented progress, and 
recorded the farm environment. 
  Content analysis was conducted through a gathering of data from books. Topics included 
artistic technique for oil painting in general, and specific techniques for en plein air landscape 
painting. Additionally, scholarly articles, artwork, and artist journals were reviewed. The artist-
researcher's art journal was used as a basis for creating coding categories for triangulation, such 
as aesthetics, process and approach. Other sources of inspiration for research were interviews 
and informal discussion.  
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Figure	  2.1.	  Conceptual	  framework.	  Illustrating	  the	  basis	  of	  the	  study	  design.	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Prior Knowledge 
 The artist-researcher was first exposed to the concept of a contemporary en plein painting 
practice approximately four years ago. Her introduction came about through participation in a 
group art exhibition. A group of local en plein air artists arranged painting sessions at selected 
sites, and presented the results in an exhibition. Recently, the artist-researcher participated in an 
en plein air program in Tuscany Italy. Her studies were structured around the concept of painting 
in a specific place for an extended time frame, combined with study of the Florentine art of 
Renaissance. The artist-researcher became interested in exploring dialog between contemporary 
and classical techniques and materials for rendering realistic space and depth in representational 
imagery. This study encompassed these concerns, as well as referencing history and philosophy 
in technique, materials, and approach. 
Theoretical Framework 
 In this section the theoretical framework of this study will discussed. First, the impact  
of place in landscape painting will be examined Secondly, the possibility that landscape painting 
is relationship-oriented will be considered. 
Place 
 Viewing a landscape painting offers two opportunities to obtain knowledge concerning 
experience of place. Firstly, it can be explicitly understood that the artist is present in the 
metaphysical space of the painted landscape. Secondly, it can be tacitly understood that the 
viewer is participating in the artist's experience of metaphysical space. Rollins (2004) notes, 
"The composition of a painting can give rise to certain patterns of attention, and this has a 
profound effect on perceptual processes" (p. 176). With the act of paying attention to an artist's 
intention, a viewer engages in an indirect, yet intensely personal, relationship with an artist. 
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 Within the boundaries of the metaphysical space of the painting composition, both the 
viewer and artist are engaged in a personalized process of interpretation of meaning. One can 
speculate on the artist's intent, but perhaps it is the action of interpretation that provides the most 
significant context to consider. As Rollins (2004) suggests, 
 What matter are not the intentions of the artist who actually produced the painting,  
 but an artist using his or her perceptual and cognitive equipment in a certain period and 
 place. Correctness will not consist in identifying the artist’s actual  intentions, but in 
 identifying the intentions that, under the relevant circumstances, human psychology 
 would most likely allow. On this view, appealing to psychologically possible intentions  
 is a device on which any correct interpretation must be based. (p. 177)  
 Belonging to a place is not necessarily the same as connecting to a place, but a 
connection of some kind must exist before one can feel that one belongs. Belonging to a place is 
a subjective state that is one type of connection to a place. This study may provide insight into 
the significance of place for an individual and community. Villeneuve (2009) suggests,  
"A community-inspired curriculum helps students realize that artists do not operate in a vacuum" 
(p. 6). Eric Ball and Alice Lai (2006) talk about belonging socially, and about the 
marginalization of place and community (p.262). They note how "an ethos of placelessness in 
education is almost guaranteed to be reproduced from one generation to the next" (p. 264). 
Wallace Stegner (1992) also notes, "We have made a tradition out of mourning the passing of 
things we never had time really to know, just as we have made a culture out of the open road, out 
of movement without place” (p.5).  
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Relationships 
 This study is concerned with studying the nature of engagement with the art-making 
process. Painting is generally thought of as the creative outcome of an individual, yet landscape 
as subject possesses an inherently social dimension, regardless of whether any figures are visible. 
 Every community with some kind of visual culture in every age has produced landscape 
imagery. As Kee (2011) suggests, "it is the element of shared experience that is central...a 
meeting point between the real world and...subjective experience" (p. 11).  
  Landscape painters direct viewers into a visual image of place. The presence of the artist 
is always implied, even if not visually represented.  This is suggested by the fact there must a 
witness to the pictorial scene, and who is then conveying a vision to the viewer. Subjectivity is 
always central to the emotional and artistic impact of a landscape scene.  
As Bell (2003) notes about George Innes, 
 The character of these marks--made with Inness's brush, a rag, a stick, or his fingers 
 -- transfers meaning and character, without didactically providing identities, to their 
 subjects...By exploiting the signifying capacity of pictorial  marks in this way, Inness 
 activates our prelinguistic power to associate feelings with forms, to know nature--
 ultimately, to develop a sense of our own identity. (p. 47) 
 Place is a relationship. The concept of place is an emotional response. This might be why 
many artists choose to use a style of imagery includes representation and abstract-expression. 
Abstraction generally evokes interior emotions, and representation evokes exterior sensations.  
 That combination is an appropriate of expression of place. Reflective data collected may 
provide insight into this consideration. Sullivan (2010) suggests, "The goal is to present a view 
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of understanding that is simple, exhaustive, generalizable, and based on information collected 
that is observable, confirmable, therefore knowable" (p. 135).  It may be that thoughtful 
manipulation of formal relationships in the art-making process can evoke this understanding. 
Wolf Kahn (2000) notes, "Formal relations in art...concern the way areas on the surface affect 
each other, each color enhances the all-over color field, and each area affects the meaning of 
every other. Together, everything ought to "make sense" to the eye" (p. 20) 
Conclusion 
 Artistic engagement is a process of discovery, involving interpretation and revision of 
both personal and shared knowledge. Art processes may have structure in activity, but meaning 
and context may be explored through intuitive associations. It may be most illuminating to 
pursue connections generated from reflection, although data analysis may be complicated.  
Tacit Understanding 
 Carroll (2007) suggests, "What begins as literal can be taken to metaphorical levels of 
expression" (p. 75). Emotional connection to place might stimulate artistic activity. 
Nonagenarian artist Ray Ellis notes, "I have spent my life painting things and places I 
love...However, it was my intent...to capture...my impressions of each place, each scene, each 
moment as it occurred in time" (Leeds, 2004, p. 23). Additionally, Sultan (1998) notes,  
 All these thoughts are bumping around in my head, motivating my work-but then  there's 
 the reality of the actual stuff in front of me... At times I feel like a primitive, trying to 
 make the things I paint tangible. The thrill of the working process comes from this 
 conjuring up of the real. (p. 94) 
 Emotional response generated by environment might facilitate engagement with a feeling 
of full involvement in the art making process, which may help to gain skills for visual perception 
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and artistic response. Artist Richard McDaniel (2005) notes, "Pure plein air painting is an 
incredible experience...for you are forced to focus on what is essential to the process of 
painting...are encouraged to become more effective in...observation of the motif...plan of 
composition, and...execution of the artwork" (p. 22). Wolf Kahn (2000) notes the following on 
his approach to the issue of focus, 
 When I sit down...attempting to push aside all plans and all outside considerations,  
 I try to concentrate on the work at hand, which is, at all times, to create an image. By this, 
 I mean that I attempt to organize a surface into coherence, where every move is related to 
 every other by color, placement, direction, and scale. (p. 22) 
Theoretical Understanding  
 Reflective and narrative data are concerned with notions of self-identity, shared 
understanding, and personal emotional response. Insight into relationships between self and 
environment might have particular contemporary significance. As Ball and Lai (2006) note, 
"Arts and humanities education have marginalized the importance of place in general, and the 
inhabitants of specific places in particular " (p. 265).   It is the artist-researcher's intention to 
promote critical thought about self-awareness, self-identity, and personal emotional response to 
environment. 
Impact of Study 
 London (2004) suggests, "The artistic process joins elements that, in their union, create  
a more meaningful, satisfying whole then any of its constituent elements" (p. 41). This study 
hopes to gain knowledge about these possible constituent elements, as well as the artistic process 
itself. White, Garoian, and Garber (2010) suggest that the art-making process is ambiguous, with 
unfixed boundaries between disciplines. Silvia and Kashian (2009) suggest,  
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 Curiosity, interest, and intrinsic motivation are critical to the development of 
 competence, knowledge, and expertise. Without a mechanism of intrinsic  motivation, 
 people would rarely explore new things, learn for its own sake, or  engage with uncertain 
 tasks despite feelings of confusion and anxiety. (p.1) 
 Gradle (2007) notes " place is a concept with multiple meanings, rich with personal, 
socio-cultural, historical, and political complexities" (p. 392). She goes on to suggest that 
contemporary society suffers from a lack of sense of connection to place, and that a discussion 
about place, belonging and attachment, is essential. (p. 397). Harrison (1913) notes, the effect 
under which a subject is painted has come to mean more to them than the subject itself - the 
"mood" more than the motive" (p. 1015). 
 In chapter three, methodology of this art-based study will be explained in depth. Design 
of the study, data collection, and data analysis will be discussed. 
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Chapter Three: Methodology 
 This chapter offers a description and rationale for the study methodology. The design of 
the study, research methods, type of data collected, and sources of data will be described. Data 
collection methods, time frames, and locations will be noted.  Additionally, protocols and 
documentation for data collection will be listed.  Finally, organization and analysis of the 
gathered data will be discussed. 
Design of the Study 
 This project was designed as an art-based qualitative research study. The perspective  
of the data collection is primarily heuristic, but also supports auto ethnographic and ecological 
psychology perspectives. The primary source of data was collected through practice. Secondary 
sources of data were collected through interviews with the operator of the farm, a painter who 
incorporates en plein air into his studio practice, and an art collector.  Other sources include farm 
workers, observers, and farm family members. The researcher's approach to data interpretation 
and analysis was to consider reflexive practice as transformative research. 
Research Methods 
 The following describes the methods that were used to collect initial data for the study. 
The data collection was designed to analyze the feasibility of the study, draw preliminary 
inferences, and develop a comprehensive plan of action (See Figure 3.1). 
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Figure	  3.1.	  Data	  Collection	  matrix.	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Discovery Data 
 Interviews. Informal and structured interviews were conducted during the study. 
Informal discussions were conducted with observers, farm residents, and farm employees on the 
farm premises over a period of four months. Structured interviews were conducted through open-
ended discussion and written questionnaires. 
 Informal method. Causal, free association discussions were conducted with of farm 
employees (See Exhibit A5), farm family members, and farm visitors to determine their opinions 
about the nature of art and their emotional relationship to this small family-owned farm as place.  
 Structured method. Structured interviews were conducted with people who have an 
evident commitment to art or the farm. Verbal, open-ended interviews were conducted with the 
operator of the farm, and a professional artist. A written questionnaire interview was conducted 
with an art collector who has a special interest in the artwork of Wolf Kahn. Questions were 
designed as open-ended research questions for narrative inquiry  
(See Exhibit A3, A8). 
Reflective Data 
 Data consisting of artist reflection was gathered from an art journal kept by the artist-
researcher. The purpose of the reflection is to be self-reflective. Sullivan (2010) notes, "Within 
the visual arts, a self-reflective practice describes an inquiry process that is directed by personal 
interest and creative insight, yet it is informed by discipline knowledge and research expertise" 
(p. 110). Additionally, Sullivan notes that reflection involves review of conceptual strategies and 
consideration of new approaches (p. 110).  Sullivan explains, "Reflection practice is meta-
analytic and reveals new views, much in the same way a gallery curator does when reassembling 
a new collection so as to present a different reading of artworks" (p. 110). In other words,  
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a practice of reflection can help collect, sort knowledge into new ideas. 
 Artist journal. The researcher kept a daily journal consisting of self-reflective writing, 
sketches, and observations. The journal was divided into the following sections: Ideas, Sketches, 
Preliminary product, and Final product. The journal was kept during the time frame of October 
23 - December 10 (See Figures B15, B16, B17, B18). 
 Photo journal. The researcher kept a daily photo journal consisting of documentation of 
paintings as they are completed. Farm scenes were also included, to help evoke the farm 
environment. The photo journal was kept from October 23 to December 10.  
(See Figures B3-B9). 
Transformative Data 
 According to Sullivan (2020),  "Visual arts is a simple and complex structure with 
powerful generative potential for change... responds creatively and critically to issues, actions, 
and changes at all levels of theory and practice" (p. 113). The process of creating artwork can 
offer an insight into the development of knowledge and understanding, illustrating the 
transformation from one point to another. Transformation can possibly also be an important 
factor in the appreciation of artwork. To gain information on this, the artist-research conducted a 
written interview with an art collector (See Exhibit A8). The questions focused upon the 
paintings of Wolf Kahn. Kahn's paintings reflect concern with perception and interpretation of 
energy and patterns in nature, along with representation and perspective (See Figure B27).  
 Artwork. The artist-researcher documented the development of original en plein air 
paintings. Artists who have a reputation for practicing en plein air were researched through 
content analysis. The artist-researcher narrowed her interest to artists with historical 
documentation, whose style of representation exhibits abstract expressionist elements,  
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and are cited as having a great influence on other artists. Artwork and artist writings were 
examined for patterns and themes concerning relationships. These artists include Thomas Hart 
Benton, Edward Hopper, George Inness, Claude Monet, Stan Murphy, Wolf Kahn, John Singer 
Sargent, Allen Whiting, and Andrew Wythe. 
 Art exhibit. The researcher had an exhibition of the first outcome of the project at the 
West Tisbury Free Public Library during the month of November 2011. Data was collected 
through discussion with viewers. (See Exhibits A5, A6) 
Participant Observation 	   The	  researcher	  collected	  data	  through	  interviews	  and	  discussion	  from	  the	  following:	  The	  operator	  of	  the	  farm,	  farm	  visitors,	  farm	  workers,	  farm	  family,	  researcher's	  art	  exhibit	  
(See Exhibits A3-A7)  
Content Analysis 
 The researcher conducted a review of the literature of books, scholarly literature, as well 
as from field notes and memos from the daily journal and photo journal. The literature was 
examined for insight into transformative research. 
Data Collection 
 Data was primarily collected through practice-based study on the farm.  Additionally, 
there was some reflective data collected from farm family members, and at the researcher’s art 
exhibit at the West Tisbury Free Public Library. Content analysis data was collected at the 
researcher's studio in Tisbury, Massachsetts. The time frame for data collection in the study 
began on October 23, and ended on Dec 10.  The artist-researcher constructed a data collection 
matrix with description of types of data, data sources, data collection protocols, documentation, 
time frames, and primary data collection sites. (See Figure 3.1). 
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Data Analysis 
 The researcher analyzed data in this art-based study by reading the reflective data and 
organizing memos, categorizing data for coding and thematic analysis, and concluding by 
connecting strategies in analysis for curriculum. 
Coding Structure 
 Reflective data was examined for patterns, which were used to create categories for use 
as a basis for a coding structure.  To begin this process, the artist-researcher constructed concept 
maps to analyze the art-making process (See Figure 3.2). Additionally, all other types of data 
were examined for similar patterns and considerations, the coding categories included technique 
such as materials a canvas size, environmental factors such as weather and time of day, and 
subjective factors such as emotional status. The final coding structures were fluid, and allowed a 
dialog of comparison and contrast. This associative and narrative approach inspired development 
of a philosophy-based understanding of the study results. 
	  
Figure	  3.2.	  Concept	  maps	  to	  begin	  creating	  coding	  categories	  from	  narrative	  and	  reflective	  data.	  Based	  on	  the	  
artist-­researcher's	  art	  journal. 
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Conclusion 
 The design of the study enabled the researcher to gather data from the practice of an en 
plein artwork at a specific location for a determined period of time. The primary data collection 
methods involved reflective, transformative, and participant observation data from sources such 
as written and sketch journals, photo journals, artwork, an art exhibit, interviews, and 
questionnaire/surveys. The researcher’s process of creating artwork was documented and the 
artwork was archived for analysis. Data collection was designed to provide an understanding of 
how place interacts with the process of en plein air painting. An analysis of the data will be 
discussed in Chapter Four. 
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Chapter Four: Results of the Study 
 The purpose of this study was to investigate whether interaction with an emotionally 
resonant place in a natural environment might facilitate engagement with the art-making process. 
The focus of the study was to gather reflective data about the possible impact of a daily 
interaction with such a place upon a specific artist's practice.   
 The research was conducted at a small family owned farm located on an island in 
Massachusetts. In addition to the researcher, there were four major participants and numerous 
other participants in this art-based qualitative research study. During the course of this study, the 
researcher produced approximately forty oil and pastel paintings over a period of four months 
(See Table 4.1, Figure 4.1, and Table 4.2). 
	  
Table	  4.1.	  General	  count	  of	  paintings	  produced	  during	  the	  four-­month	  study	  time	  span.	  	  
Each	  month	  's	  count	  is	  further	  broken	  by	  canvas	  size.	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Figure	  4.1.	  Chart	  showing	  count	  of	  paintings	  produced	  per	  month	  during	  the	  four-­month	  study	  time	  span.	  Each	  
month	  's	  count	  is	  further	  broken	  by	  canvas	  size.	  	  
	  
Table	  4.2.	  Count	  of	  subject	  motif	  frequency.	  Includes	  multiple	  motifs	  in	  single	  painting.	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 Data was gathered from major participants in the form of artwork, written reflection, 
photo journal, interviews, discussion, and content analysis. (See Figures B15-B19). Interview 
memos, data analysis charts, and rubrics for the artist-researcher are produced (See Figure 4.3, 
Exhibits A8-A10). The significance of the study and analysis of findings are discussed in this 
chapter.  
Significance of the Study  
 The study results have yielded a great deal of data concerning the relationship of the art-
making process and personal emotional response to environment. Data analysis of artwork, 
themes, identity of place, and personal reflections has confirmed consistency in the data. 
Triangulation  was used to validated the evidence. Data sources are primarily narrative,  
and include artwork, content analysis, written reflection and verbal discussion.  
 By comparing production per month per painting size, emotional status per month, 
subject matter, and weather conditions, the findings of the study confirm that the artist-
researcher's art-making process was indeed impacted by self-awareness of personal emotional 
response to environment. This impact was expressed through artwork, written reflection, and 
discussion. The artist-researcher looked for patterns that have indicated greater focus and 
confidence. This was helped by the division of the artist journal into sections to separate 
reflection and production data. The first section was "Ideas" and this is where the artist-
researcher would brainstorm through reflection and associative thought, and narrative 
documentation of daily practice.  
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Figure	  4.2	  .	  Sequence	  of	  drawings	  from	  art	  journal	  showing	  development	  ideas	  through	  abstraction.	  Created	  
midway	  through	  completion	  of	  oil	  painting	  of	  this	  scene,	  drawn	  from	  direct	  observation,	  en	  plein	  air.	  	  
 The next section was "Sketches". Preparatory and analytical drawings were entered here. 
Sketches included notes. An average of three were done at a time. In the first two months, 
drawings were primarily concerned with noting visual data for paintings, in the last two months; 
this section was primarily concerned with further development of motifs, with abstraction of 
expressive elements from representation (See Figure 4.2). This approach was based on a 
literature of Claude Monet's art journal. According to the Clark Museum website (2011) for the 
exhibition The Unknown Monet, Monet's journal excerpts note that he used pastels to develop 
ideas in general. He would develop paintings out of drawings, but often pursued ideas 
exclusively with drawing and pastels (para.1). 
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 The richest source of understanding was obtained through discussion, written reflection, 
and the artwork itself.  The artist journal was very successful as artistic tool and to document. 
The artist-researcher found that making daily entries in each section helped to begin daily 
sessions. In addition, the practice of entering data in each section aided transition into the process 
by separating objective production oriented data from subjective and reflection and associative 
narrative. (See Table 4.3) 
	  
Table	  4.3.	  Art	  journal	  daily	  performance	  rating.	  	  Reflects	  consistent,	  thoughtful	  entries.	  Based	  on	  artist-­
researcher's	  art	  journal.	  
	  	  
 The triangulation of these sources of data inspired thought about self-awareness and 
connection to place. The four-month time span of the study was also a significant factor, as this 
allowed the artist-researcher to reflect on the impact of nature's seasonal transitions on the art-
making process. This ranges from the effect of weather conditions and daylight savings time on 
daily painting sessions (See Figure 4.3), to the planting cycles on the farm. When the study 
began, the farm fields were packed with vegetables and flowers. By December 10, the fields had 
been turned and prepared for winter.  
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Figure	  4.3.	  Weather	  conditions	  experienced	  during	  painting	  sessions.	  Based	  on	  artist-­researcher's	  art	  journal.	  	  
 The function of the reflective data was ultimately transformative, as the artist-researcher 
reflected on a progressively deeper level, indicating increased self-awareness  and recognition of 
authentic emotional response. This progression was manifested by changes in sketches, 
paintings, and engagement with literal and symbolic relationships. Evidence included longer 
daily entries in the art journal, more sketches that explore abstraction from representation,  
and development of a looser, more assured painting style.  
 During this time, the size of the paintings settled into a 9"x12" format. The style of 
rendering changed from a linear approach, to a more volume oriented one. Rendering descriptive 
detail with lines and a sable brush gave way to bristle brush strokes and blocked-in form. 
Handing of light evolved from a modeling light and shadow to relationship of edges to evoke 
forms with temperature and value. Composition also changed to a lower horizon line and 
emphasis on diagonals and curves(See Figure 4.4).  
EN	  PLEIN	  AIR	  AND	  RELATIONSHIPS:	  BECOMING	  SELF-­‐AWARE	  	  WITH	  THE	  ART-­‐MAKING	  PROCESS	  	  
 
 
30 
	  
Figure	  4.4.	  Sequence	  showing	  changes	  in	  painting	  style	  during	  the	  study.	  The	  two	  on	  the	  left	  were	  completed	  in	  
late	  August.	  The	  two	  on	  the	  right	  were	  completed	  in	  late	  November	  2011.	  	  
 The findings of this study support the thoughts of many artists and critical thinkers on 
significance of relationships with art. Artist Wolf Kahn (2002) specifically addresses the 
expression of personal cognitive, emotional, and perceptional response through the use of formal 
elements in an art-making process. The artist-researcher triangulated his writings about process 
with her reflections and discovered many similar shared concerns.. 
 Artist Allen Whiting (2006) addresses relationships in his art-making process, including 
historical resonance, personal emotional response, memory, and direct observation, in his 
retrospective book, A Painter at Sixty. He further discussed these themes in relation to technique 
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during an interview with the artist-researcher. Discussion included reflection and examples of 
how memory, direct observation, and abstract expressionism can be engaged in the development 
of meaning in an artwork. The impact of an artist's studio and the natural world was also 
discussed with reflection and example. Additionally, the impact of a variety of model types was 
discussed in relation to the art-making process and final product. For example, Allen noted at 
times he might use photographs as source material rather than direct observation when 
organizing and creating a painting. The artist-researcher speculated if this practice could have 
contributed to the development of his characteristic handling of heightened values and sensitive 
color relationships, as photographs can heighten value contrast. (See Figure B26). 
 Betty Edwards (1999, 2004) examines personal response and artistic process in her books 
Drawing on the right side of the brain and Color: a course in mastering the art of mixing colors 
(See Figure 4.5).  In Drawing on the right side of the brain Edwards suggests, " By gaining 
access to the part of your mind that works in a style conductive to creative, intuitive 
thought...you will enhance your ability to think more creatively in other areas of your life" (p. 9). 
 In Color: a course in mastering the art of mixing colors, Edwards suggests, "The mental 
state of painting...can be characterized as an in-and-out or back-and-forth state between...the 
somewhat blissful visual-perceptual mode, and...the more familiar verbal-analytic mode" (p. 8) 
(See Figure 4.6).  
Additionally, she notes the following, 
 In learning to...use color...perceptions rise to the conscious level, and we become  aware 
 of how important these changes are to our comprehension of the shapes of  things in our 
 world. This awareness opens up new levels of perception and appreciation of light and 
 color. For many people, learning to how light affects color is a revelation. (p.113) 
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Figure	  4.5.	  Concept	  map	  of	  seven	  perceptual	  skills	  (Edwards,	  1999).	  	  
.	  
	  
Figure	  4.6.	  Concept	  map	  of	  	  "dual	  nature	  of	  human	  thinking"	  (Edwards,	  1999)	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 In The Unknown Monet: Pastels and Drawings, Ganz & Kendall (2007) discuss the 
significance of identity of place, personal response, and artistic process in the drawings and 
pastel paintings by artist Claude Monet. Ganz & Kendall note that Monet described his first 
exposure to en plein air painting, as a teenager with Eugène Boudin in Le Havre France,  
  For me it was like the rending of a veil; I understood, I grasped what painting could be ... 
 my destiny as a painter opened up before me ... Gradually my eyes were opened, and I 
 understood nature; at the same time I learned to love her. (p. 55).   
Additionally, Ganz & Kendall (2007) notes how Monet used pastels in particular to portray 
multiple versions of a single subject under changing light conditions (p. 103) (See Figure B28). 
Ball, E., & Lai, A. (2006), Cordova, R. (2008), Gradle, S. (2007), and Rosenbaum, J. B. (2006) 
have written scholarly articles to address the significance and impact of aligning the concepts of 
place, self-awareness, and the art-making process in art education curriculum design.  
 In Art Practice as Research: Inquiry in Visual Arts, Graeme Sullivan (2010) argues the 
unique effectiveness of art practice as research. He notes, "the artist is the core element in the 
creation of new knowledge, and the potential for new understanding is further enhanced through 
research projects that may take varied forms such as exhibitions, performances, documentation, 
and publication" (p. 192).  
 Previous to this study, the research/artist was not familiar with this method of practice-
based inquiry. Through exploration of relationships with design, practice, and reflection in this 
study, the artist-researcher found that this method of inquiry essentially relates the generation of 
data with transformative experience. The combination of liquid structure, documentation, and 
reflective narrative allows for examination and insight into complex and fluid relations of multi-
dimensional and multi-sensory actions and processes. The narrative and descriptive nature of this 
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method can result in more detail then might otherwise be obtained because it is a visual 
knowledge based method. Sullivan (2010) explains,  
 By visualizing ways and means to think, reflect, enact, and create, new    
 possibilities for investigating questions and problems are revealed. The outcomes   
 may apply existing knowledge in new ways, adapt past behaviors for alternative uses, 
 change perspectives and positions, or create entirely new ways of seeing and
 understanding. (p. 193).  
 The focus of this study is on developing self-awareness, experiencing authentic personal 
response through the natural world, reflecting on this experience, and exploring the meaning and 
value of literal and symbolic relationships with art (See Exhibit A11). The findings of the study 
revealed that an emotional resonant environment does facilitate the art-making process, and 
facilitates the development self-awareness. The data and knowledge gained through this study 
can be utilized in all levels of art curriculum in schools and universities, as well as inform 
interdisciplinary curriculum design. An original thematic unit of study is included in this study 
report (See Exhibit A1). Community art classes for all ages can benefit from this study. 
Additionally, the findings of this study can inform aspects of development and design for 
professional training programs and workshops.  
 Through a combination of data analysis and personal reflection, it can be concluded that 
art-making process was not only facilitated by a relationship with an emotionally resonant place, 
but that the union of place, artistic practice, and reflection can provoke critical insight into the 
nature of relationships. (See Figure 4.7).  
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Figure	  4.7.	  Self-­awareness	  matrix.	  Based	  on	  art	  journal.	  	  
Bias and Validity 
Bias 
 It is believed that all of the participants in this study were free of prejudice of any kind 
concerning the premise, action, analysis, or results of this study. All participants in this study 
have a creative practice, are open to the process of discovery, and did not appear to possess 
preconceived notions concerning any possible limitations for this study. 
 The artist-researcher discovered an apparent personal bias mid-way through the study, an 
overly objective perspective. In fact, her realization of bias and transformation from objective to 
subjective stance is responsible for the most significant evidence in the study. As categories for 
data sorting are understood to be liquid in this study, discovery and self-awareness was 
incorporated into the data analysis procedure (See Figure 4.8).  
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Validity 
 It is believed that the data presented is an accurate reflection of the work accomplished in 
this research study. All data was confirmed through content analysis and validated through 
triangulation of reflection, discussion, and artwork. Triangulation was used throughout the study 
to confirm the conclusions of the artist-researcher. Methodology included artwork analysis, 
content analysis, reflective writing, and verbal discussion. All participants were self-aware, 
thoughtful, and generous in reflection and discussions. Authenticity was validated throughout the 
study through daily discussion, content analysis, and visual knowledge. The four-month time 
span of the study aided validation, as this extended time allowed a natural development of 
familiarity and trust (See Figure 4.9) 
Figure	  4.8.	  Emotional	  status	  comparison	  chart.	  	  Averaged	  levels	  of	  emotional	  status	  
during	  painting	  sessions.	  Measurement	  is	  based	  on	  percentage	  of	  	  	  days	  per	  month,	  
based	  on	  art	  	  journal.	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Analysis of the Data 
Data Sources 
 In early August 2011, the artist-researcher began the study by asking the owner if she 
could paint en plein air at the farm. The owner's response was enthusiastic, and she proceeded to 
visit the farm every afternoon and paint scenes from direct observation (See Figure 6).  
 The artist-researcher consciously scheduled her sessions for the mid to afternoon to 
minimize her impact on farm operations. Accordingly, she was not approached while working 
until she gave assurances to the operator that she was open to approach and discussion with 
everyone at any time. Over time, the artist-researcher became acclimated to the social dimension 
of the farm environment. She became friendly with the farm animals as well as people, and 
developed a personal relationship with the farm ecology. The first painting produced in the study 
was displayed at the local agricultural fair in late August. (See Figure 4.10). 
Figure	  4.9.	  Connection	  concept	  map.	  Based	  on	  art	  journal. 	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Figure	  4.10.	  First	  painting	  completed	  in	  study.	  Oil	  on	  linen.	  7"	  x	  10".	  	  
 On October 23rd, the artist-researcher began to journal the daily practice with 
photographic documentation. At the same time, daily entries in the art journal commenced. The 
journal was divided into four sections: Ideas, Sketches, Preliminary Products, and Final Products 
(See Figures B15-B19). This continued until December 10th (See Table 4.4, Figure 4.11).  
	  
	  	  	  	  	  Table	  4.4.	  	  Approximate	  count	  of	  sessions	  to	  complete	  paintings.	  	  Artist-­researcher	  did	  	  
	  	  	  	  	  one	  session	  each	  day,	  average	  four	  hours	  or	  more	  per	  session.	  Data	  derived	  from	  art	  journal. 
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Figure	  4.11.	  The	  artist-­researcher	  would	  complete	  one	  painting	  in	  a	  single	  session	  	  
approximately	  25%	  of	  study	  time	  frame.	  Average	  time	  to	  complete	  a	  painting	  was	  four	  sessions.	  	  
Based	  on	  art	  journal. 
	  
 
 Interviews and informal discussions.  Data was collected through interviews and 
informal discussions. Participants in informal discussions included the farm family,  
farm workers, and farm visitors. On November 10, a formal interview was conducted with the 
painter Allen Whiting, who has been painting professionally for over thirty years. His style is 
expressive-representational, and his subjects are informed by his awareness of relationships with 
emotional resonant environment and personal emotional response. The artist-researcher selected 
this particular artist because of consistent en plein air practice, technical skill, and poetic 
approach. The artist-researcher conducted a two-hour interview with Allen Whiting (See Exhibit 
A2, Figure B26). The artist was very generous with his time and reflections. He was self-aware 
and thoughtful in his discussion, and modest and pragmatic in his assessments of his artistic 
process, finished paintings, motivation, and intention (See Figure 4.12).  
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Figure	  4.12.	  Concept	  map	  of	  Allen	  Whiting’s	  approach	  to	  the	  art-­making	  process.	  	  
Based	  on	  interview	  memo. 	  
 When preparing for the interview, the artist-researcher decided to conduct the interview 
as an open-ended discussion to allow association and discovery. This informal approach turned 
out to be extremely successful, and was repeated with subsequent interviews in this study.  
The interview time spanned two hours. The interview took place in Allen's home, gallery, and 
seasonal studios. The discussion moved from room to room in the house and studio, and covered 
every aspect of Allen's artistic history and process. Topics included dynamics of en plein air and 
studio practice, abstract and representational imagery, palette and paint quality, inspiration, 
motivation, the role of photographs and memory in his work, and handing his own exhibitions, 
and an artist's role and function in the community.  
 Allen has frequently painted en plein air in the company of another artist, including  
Wolf Kahn as well as a variety of artists. He and the artist-researcher discussed different types  
of approach to style and form, and the impact of choice on an artist's creativity and capacity to 
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develop.  They discussed whether observation of the natural world offers more potential for 
discovery and artistic development, and whether purely mental imagery could potentially inhibit 
personal and artistic development. This agrees with the writings of Wolf Kahn (2000), who 
suggests: 
  These parts of style that are not merely "handwriting" come about when artists begin 
 to focus on certain experiences of painting and preference to other  possibilities, when 
 they seize upon unique ways of solving artistic problems - ways of organizing space, 
 specific color relations, or a kind of scale that gives  special scope to fantasy and 
 imagination. (p. 20)  
Analytical procedure 
 Data analysis was achieved through triangulation. Data was examined for statements 
illustrating similar reflection and technical concerns. Charts and diagrams were produced to help 
decide categories for data analysis. The categories turned out to be fluid. Areas of concern were 
definitive:  Environment, production and technique, aesthetics and subject motifs, and emotional 
status (See Figure 4.5). 
 Gathering the data. Throughout the study, all experience was considered as potentially 
significant data. The artist/research assumed a slightly detached social position in order to 
maintain objectivity and minimize her impact on the environment. This is significant to note 
because this self-positioning eventually became the focus of inner conflict and indecision for the 
artist-researcher, which then transformed into self-awareness, and expanded her understanding 
on the nature of relationships.  
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Table	  4.5.	  Coding	  matrix.	  Reactions	  &	  possible	  associations.	  Based	  on	  art	  journal.	  
 	  
 Reflection about conflict in objectivity and subjectivity resulted in a transformative 
realization about the interactive nature of relationships, specifically self-awareness, personal 
response, and the art-making process (See Table 4.5).  
In retrospect, it seems likely that this process of association began with the initial stages of data 
analysis, when figuring how to choose coding categories through association. Coincidence and 
synchronicity in the environment may also have been a factor.  
 The farm has a stand for the sale of vegetables and flowers, and also a stand for display 
and sale of oil paintings. On August 28, the farm presented a professional photographer's visual 
essay of the farm social environment in a one-day exhibit. The photographer is a long time 
seasonal resident. Additionally, the local library had a retrospective exhibit of 20 years of 
watercolors of the farm by another seasonal resident. The artist-researcher did not know about 
these other projects before the study. This is evidence to support the emotional resonance of the 
farm, and attractive environment. 
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 In September, data was gathered to define the emotional resonance of the farm.  
Methods of collection were primarily informal discussion. Participants included transient farm 
employees, resident farm employees, farm visitors, members of the extended farm family 
owners, and resident farm family members. Visitors included residents of the community, friends 
of employees, friends of the farm family, and visitors to the island. Some visitors came to buy 
vegetables at the farm stand, and some came from curiosity because they could see the artist-
researcher at work from the road. 
 In October, The artist-researcher began to research literature and art books for insight into 
how artists combined technical and aesthetic concerns. She was specifically interested in 
examples of artistic development in an artist's body of work. Inspired by the art and writings of 
Wolf Kahn, Claude Monet, Stan Murphy, John Singer Sargent, Allen Whiting, and Andrew 
Wythe, Content analysis researched artist decision-making, such as when an artist decides to 
simultaneously embrace abstraction and representation, and if interaction with an emotionally 
resonant place might impact decision-making in an artistic process. Areas of concern were 
centered on the use color relationships and values to evoke volume, space, and atmosphere, and 
the potential of formal qualities to evoke expression and personal response with representation.  
 The artist-researcher conducted an interview with the painter Allen Whiting on 
November 10. At around the same time, the artist-researcher decided to incorporate the use  
of pastels into the study. This idea was directly inspired by the pastels of Wolf Kahn and  
Claude Monet (See Figures B27, B28). Pastels are a fairly new medium for the artist-researcher. 
Incorporating a new medium into the study action offered an opportunity to highlight aspects of 
the learning process and new approaches with an established medium (See Exhibit A10).  
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 The artist-researcher researched self-instruction books for insight into en plein air pastel 
technique. She began with a mid-value and neutral hued color to establish the compositional 
layout. Next, she used a classical limited palette for value and color relationships  
(See Figures 4.13, 4.14).  
 
Figure	  4.13.	  First	  stage	  in	  a	  pastel	  painting.	  	  
	  Susan	  Johnson 
 
 By the conclusion of the study, the artist-researcher was consciously transferring 
knowledge between the two practices. A model for this is the art of Wolf Kahn. In November,  
an art collector sent his written interview about the paintings of Wolf Kahn (See Exhibit  A7)  
 Starting in mid October, the artist-researcher began to research the history of the farm. 
Data collection was through informal discussion, observation, and content analysis. Participants 
included extended farm family members, resident family farm members, farm employees, 
members of the community (See Exhibits A3, A4, Figure B1). 
 On the evening of November 4, farm employees presented an evening of music, poetry, 
and food at the local community center (which is across the road from the farm house driveway). 
Figure	  4.14.	  Completion	  of	  the	  pastel	  painting.	  
	  Susan	  Johnson	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This was a free event, and another coincidence illustrating the emotional resonance of the farm. 
One employee presented poetry inspired by the farm environment and ecology. The farm 
manager, performed original songs accompanied by acoustic guitar. At this point, the emotional 
resonance of the farm had a direct impact upon the researcher's artistic process in a very 
interesting way. The performances provoked a strong emotional response within the artist-
researcher, along with the realization that she was not fully engaging in self-awareness and 
personal response in her painting. This was a pivotal moment in the study, as the researcher 
began to reflect on a deeper level, and progress from an objective to subject awareness of her 
emotional response. 
  From November 11-16, the artist-researcher lived in a cottage on the farm premises. This 
was unplanned, resulting from an electrical problem at the artist-researcher's apartment (See 
Exhibit A12). This was an opportunity to be immersed in the farm environment, observe 
sunrises, and minimize transitions in the daily art practice.  
 On December 2, the artist-researcher conducted an interview with the farm operator.  
(See Exhibit A3). His grandmother, aged ninety-six, was also a participant for a portion of the 
interview. The interview was conducted in the farmhouse kitchen, and encompassed every aspect 
of the project. Discussion time spanned two hours. The discussion was primarily with the 
operator of the farm, with his grandmother joining the interview within the last half-hour. All 
participants were thoughtful, authentic in their response, generous with time and knowledge, and 
without bias. His grandmother owns the farm. The farm property was purchased in the mid 
1950's. The farm property is approximately five acres. The operator has taken over the farm 
operations from his aunt this past year. He is the third generation to operate the farm. His 
grandfather passed away this past summer at the age of ninety-six (See Figure B2).  
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 In her interview, the farm operator's grandmother shared how she and her husband were 
able to buy the farm in the 1950s, with backing from her husband's employer (the neighboring 
farm) after all the banks had turned them down. She had been trained as a beauty parlor operator 
before her marriage, and opened a beauty parlor on the farm premises. Her earnings from this 
enabled them to pay off the mortgage and own the farm free and clear. Stories of the farm's 
history reinforce the emotional resonance of the farm for individuals, extended family, and the 
community. The operator noted that he wishes to continue his grandfather’s policy of nurturing 
emotional resonance.  
Results 
 As it turned out, the process of examining the results of this study became a source of 
data in itself. This was an art-based study that focused upon the art practice of an individual 
artist, and the first one ever attempted by the artist-researcher. As Sullivan (2010) notes, "Visual 
arts research is...dynamic, reflexive, and fluid as creative and critical practices are used to shed 
new light on what is known and to consider the possibility of what is not" (p. 192). The process 
of discovery has fluid boundaries, and so analysis procedures can also be considered as data.  
 After immersion through the farm cottage stay, it was decided that creating the categories 
for analysis could be accomplished by considering the task as an unstructured discovery process. 
This was accomplished this by using triangulation with all data sources, which is essentially all 
encompassing.  
Significant findings 
 The significant finding in this study is that interaction with an emotionally resonant place 
in a natural environment does indeed facilitate engagement with the art-making process. The 
evidence for this is represented in quantity and quality of the artwork produced. Approximately 
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forty oil paintings and two pastel paintings were produced over the four-month span of the study. 
The paintings sizes range from 8" x 10" to 22" x 30" (See Figures B20-B25) 
 Eighteen of the oil paintings were displayed in a public library exhibition during the 
month of November (See Figure 4.15).  
  
  
 
 
 
 
 
Figure	  4.15.	  Art	  exhibit	  of	  study	  project	  paintings	  at	  the	  	  
West	  Tisbury	  Free	  Public	  Library,	  November	  1-­30,	  2011.	  	  
	  Susan	  Johnson	  	  
 The exhibition gave the artist-researcher an opportunity to assess the work on several 
levels: emotional, intellectual, and creativity (See Exhibits A8-A10). The library sponsored an 
informal reception for the artist-researcher on November 16. The exhibit had been up for two 
weeks. It was a very stormy, with heavy rains. A few artists did come, and participated in 
discussion. (See Exhibits A5, A6). By coincidence, this was the same day the artist-researcher's 
stay at the farm cottage ended. The artist-researcher's birthday was on November 14, during her 
stay at the farm cottage, another coincidence (See Exhibit A12)  
 Additionally, on October 29 a memorial event was held for the founder of the farm. The 
event was held in the local agricultural association hall, and included video interview and, songs, 
family and community remembrances (See Figure B2) All of these occurrences contributed to a 
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state of emotional intensity, which manifested itself in a feeling of undefined conflict.  
Through reflection and manipulating relationships in art, the artist-researcher realized this was  
a personal emotion response to a philosophical issue. This was directly connected  
to the central premise of the study inquiry, a response to an emotionally resonate place.   
Realization came about through the art-making process, by focusing on formal relationships  
in painting, a combination of visualization and practice in the daily art-making process.  Full 
engagement in the art making process cannot occur without self-awareness. This response was 
clearly informed by symbolic and literal relationships, and is the most significant data collected 
in the study, 
 Reflection in the four sections of the daily journal (ideas, sketches, preliminary products, 
final products) enabled the artist-researcher to sort and analyze emotional, perceptual, 
intellectual, cognitive, and creativity intelligences. (See Exhibits A8-A10) . Significant findings 
can be noted as follows: 
• Interaction with an emotionally resonant place stimulates artistic development. 
 
• Artist development stimulates personal development. 
 
• A regular art practice based on direct observation builds confidence and encourages 
experimentation. 
 
• Keeping an art journal that allows reflection within specific categories enables 
development of artistic identity, intention.  
 
 
Secondary Findings 
 The secondary findings of this study have to do with the relationship between emotional 
status and creative manifestation through the art-making process. Painting on location, or En 
plein air painting ("in the open air") is essentially an investigation into the nature of appearances 
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and personal experience in the natural world. It is based on representational imagery, and so is 
concerned with evoking volume, space, and atmosphere in a two dimensional format (See B10-
B14). It is interesting that the artist-researcher combines this genre of painting with an inquiry 
into the nature of the art-making process. In terms of aesthetics, she was specifically interested in 
gaining information about how artists make a decision to embrace abstract expressionism and 
representation in the same image. The combination of these two approaches represents a dialog, 
or relationship, between cognitive response, and perceptual response. 
 During the course of this study, the artist-researcher discovered that she had been 
suppressing self-awareness, and that she could see this visually evidenced in the artwork. 
Accordingly, she could also see evidence of increased self-awareness, or cognitive development. 
This was manifested by a less reliance on linear definition, and increased reliance on color to 
define space and volume. Additionally, the proportion of sky to ground increased, as did the use 
of dramatic diagonals and an emphasis on scale to evoke deep space (See Figure 4.16). 
	  
Figure	  4.16.	  Oil	  painting	  completed	  in	  late	  November	  2011.	  	  
	  Susan	  Johnson	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 Over all, greater attention paid to relationships, including technique, aesthetics, and 
personal approach.  
Reflective journal and sketchbook. The reflective daily journal was required to include a 
section for sketches. This prompted a focus on sketching as a discovery tool. The artist-
researcher had pre-knowledge of drawing as a visual method for critical thinking, and for 
gathering visual descriptive data. Current pedagogical theory awknowledges the critical benefits 
of sketching and drawing, and sketchbooks are frequently incorporated into lesson plans for all 
age levels within K-12 curriculum (See Exhibit A1) As Betty Edwards (1999) notes, solving the 
problems of drawing will transfer to "training in specific, verbal, numerical, analytical ways of 
thinking" (p. XIII).  
 En plein air painting is essentially an investigative research practice (See Figure 19).  
It is concerned with individual perception and cognition, and can also be considered a 
philosophical dialectic on the nature of appearance in the physical world. Supported by the 
findings in this study, the artist-researcher concludes that maintaining a daily practice of 
sketching promotes the development of visual thinking. As Betty Edwards (1999) asserts,  
 Arts are essential for training specific, visual, perceptual ways of thinking, just as   
 the "3 R's" are essential for training specific verbal, numerical, analytical ways of   
 thinking. I believe both thinking modes -- one to comprehend the details and the   
 other to "see" the big picture, for example, is vital for critical-thinking skills,   
 extrapolation of meaning, and problem solving. (p. XIII) 
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Figures	  4.17,	  4.18.	  Art	  journal	  pages.	  	  Susan	  Johnson	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Specific secondary finding conclusions supported by the artist-researcher's experience in this 
study are as follows: 
 
• Keeping an art journal that allows reflection within specific categories enables 
development of artistic identity through awareness of individuality, continuity, and 
intention.  
 
• Using drawing consistently to develop ideas encourages artistic development. 
 
• Using a new medium within an established approach stimulates creativity. 
 
• Daylight is better for painting then interior light, even with constant shifting light and 
distractions. 
 
• Observers are creatively stimulated by exposure to an artist engaged in consistent 
practice. 
 
 
Conclusion 
 
 The purpose of this study was to investigate whether interaction with an emotionally 
resonant place in a natural environment might facilitate engagement with the art-making process. 
As evidenced in the findings, the combination of practice, reflection, and environment interact 
within fluid structures to significantly impact critical thinking, perceptual, and cognitive skills. 
This phenomenon is visually evidenced in the formal and aesthetic qualities of artwork produced. 
The findings are confirmed in the conclusions of other theorists, and support their insights into 
the significance of relationships in facilitation of the art-making process.  
 Recommendations for educational theory and practice will be discussed in Chapter Five. 
The results of the study will be shared within the participants, school art departments, and 
community art education centers. It is the intent of the artist-researcher to continue curriculum 
development based on the findings, and to share information with peers. Further research into the 
primary and secondary findings is suggested for further development of understanding. This will 
also be addressed in the final chapter. 
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Chapter Five: Discussion and Conclusion 
 This chapter begins with the artist-researcher 's reflections on how this study answered 
the inquiry upon which this study is based, and the philosophical and theoretical impact upon her 
thinking and teaching. Secondly, the artist-researcher will offer a rationale for a unit plan of 
study inspired by the results of the study (See Exhibit A1). Thirdly, the artist-researcher will 
discuss improvements that could be made to the study in hindsight, along with recommendation 
for how the results of this study might be shared with others. In conclusion, there is a brief 
summation of this chapter and research study project. 
Discussion 
Personal impact of the Study  
 The artist-researcher's experience in this study was transformative. In addition to  
gaining objective knowledge about how to conduct an art-based qualitative research study,  
the artist-researcher gained an expanded understanding of relationships in artistic practice, 
aesthetic interpretation, critical analysis, and interpersonal relationships. Additionally,  
the artist-researcher gained insight into the relationship of self-awareness and engagement in the 
art-making process.  The artist-researcher began this study project by positioning herself 
objectively with an investigative spirit, with the intention to gain knowledge about whether the 
practice of en plein air painting in an emotionally resonant landscape environment facilitates 
engagement of the art-making process. The time span of the study was four months. The reason 
for this was to give the artist-researcher time to develop a relationship to the landscape.  
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Impact on Practice 
 Approximately mid-way through the study, the artist-researcher experienced a shift in 
stance from an objective to a subjective stance. The artist-researcher was not consciously aware 
of the shift, which apparently manifested in feelings of emotional conflict. Immersed in these 
feelings while painting, the artist-researcher eventually reached an understanding of how her 
artistic process was informed by self-awareness. 
  Through reflection in the daily journal, the artist-researcher arrived at a transformative 
realization that these feelings of emotional conflict were actually a manifestation of authentic 
emotional engagement within the art-making process, and was informed by her environment. 
The realization came about during an emotionally intense week in the last quarter of the time 
span. The transformative realization was rationalized and validated through triangulation of  
daily reflection, the interaction of visual and analytic thinking modes during en plein air practice 
on the farm, and content analysis on the writings of Wolf Kahn on self-awareness and intention 
and Betty Thomas on the seven perceptual skills.  
 Rationale for the unit. In retrospect, the primary focus of the study was centered upon 
questions about self-awareness and critical and interpersonal relationships. The artist-researcher 
offers the rationale that discovery in the art-making process is a microcosm of how we discover 
self-identity through relationships. In this spirit, the big theme of enclosed unit study plan is Self-
Identity. The unit contains four lessons designed to enhance student's understanding of how 
different forms of visualization inform self-awareness. 
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Recommendations 
Implications for Further Research  
 In retrospect, the artist-researcher would not significantly alter the art-based study design. 
Much insight was gained though unexpected discovery, and it is precisely this element that is  
of value in the study process. The study was designed with discovery as an expected event. The 
constraints were essentially concerned with commitment, requiring time and consistency  
for practice, reflection, and data gathering.  
 One possible consideration for future study would be to investigate how the findings  
of this study could be applied to integrative learning curriculum design. For example, research 
encompassed culinary arts, ecology and farming, history, philosophy, and meterology. 
Additionally, the findings indicate that thinking skills learned through preparation and practice  
of the art-making process can be transferable. 
Conclusion to the Research  
 In conclusion, the results of this study demonstrate that it was an excellent vehicle for 
technical practice and philosophical reflection. An emphasis on relationships came to dominate 
practice and reflection.  Daily reflection within an art-making context helped the artist-researcher 
gain understanding of how self-awareness can affect relationships, and how relationships support 
self-identity.  Reflections on the dynamics of the objective and subjective point of view have 
particular value for future studies on the nature of place and identity; history and art making; and 
structure in creativity. 
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Advice to the Field of Art Education 
 Although discovery was an anticipated event in this study, where and how it actually 
occurred was unexpected. In fact, the element of surprise supported the validity of the event.  
As Wolf Kahn (2000) notes,  
 A work of art...should have its genesis from a specific insight (or a hint of an insight) and 
 it must finally exhibit an element that is not routine. There needs to be a moment of 
 surprise in any work, something that grabs the viewer (first of all, the maker) by the  
 collar and won't let him go. (p. 18)  
 Noting this, it is recommended that associative thought, or non-linear logic, should be 
incorporated as part of the triangulation process of data analysis. To accomplish this, it is 
suggested that curriculum design should encompass the concepts of reaching definitive goals 
with fluid structures and flexible objectives. Additionally, the results of this study demonstrate 
that personal relationship to the physical environment is of equal importance in the learning 
process as universal generalizations. In other words, the subjective and objective need equal 
consideration. 
Advice to Art Teachers 
 In addition to offering the opportunity to learn research skills, art making should nurture 
the spirit of inquiry. Discovery should be emphasized as the most critical outcome of the art-
making process. Additionally, the practice of reflection and associative thought in data analysis 
should be considered as critical as learning technique. As Betty Thomas (1999) notes, learning 
the component skills of technique is fairly easy. The magic is in being able to grasp relationships 
that one ordinarily cannot grasp (p. 4). 
EN	  PLEIN	  AIR	  AND	  RELATIONSHIPS:	  BECOMING	  SELF-­‐AWARE	  	  WITH	  THE	  ART-­‐MAKING	  PROCESS	  	  
 
 
57 
 
 
References 
Allrich, S. (1996). Oil painting for the serious beginner.  
 New York: Watson-Guptill Publications. 
 
Anderson, K. (1995). Realistic oil painting techniques.  
 New York: North Light Books. 
 
Baillo, J, & Bertrand-Dorleac. l., House, J., & Madeline, L., & Patin, S, &  Patry, S, Roquebert, 
A, & Thompson, R. (2010). Claude Monet, 1840 - 1926.  
 Paris: Musee d'Orsay.  
 
Ball, E., & Lai, A. (2006). Place-based pedagogy for the arts and humanities.  
 Pedagogy, 6(2), 261-287. 
 
Bareau, J. W. (1998). Manet, Monet, and the Gare Saint-Lazare.  
 Washington: National Gallery of Art. 
 
Blandy, D., & Hoffman, E. (1993). Toward an art education of place.  
 Studies in Art Education, 35(1), 22-33. 
 
Bell, A. B., & Inness, G. (2003). George Inness and the visionary landscape.  
 New York: National Academy of Design. 
 
Carlson, J. F. (1978). Carlson's guide to landscape painting.  
 New York: Dover Publications. 
 
Carroll, K.L., Tucker, J.L. Jr. (2007). Better practice in visual arts education. 
  Reston, VA: NAEA. 
 
Cordova, R. (2008) Writing and painting our lives into being: school, home, and the larger 
 community as transformative spaces for learning.  
 Language Arts. 86(1) 18-27. 
 
Daugherty, C. M. (Eds.) . (1975). 6 artists paint a landscape: Walter DuBois Richards, Stevan 
Dohanos, Hardi Gramatky, John Pellew, Hans Walleen, Alexander Ross. Cincinnati: 
North Light Publishers. 
 
Edwards, B. (1999). Drawing on the right side of the brain (Rev. and expanded ed.).  
 New York: Jeremy P. Tarcher/Putnam. 
 
Edwards, B. (2004). Color: a course in mastering the art of mixing colors.  
 New York: Jeremy P. Tarcher/Penguin. 
EN	  PLEIN	  AIR	  AND	  RELATIONSHIPS:	  BECOMING	  SELF-­‐AWARE	  	  WITH	  THE	  ART-­‐MAKING	  PROCESS	  	  
 
 
58 
 
 Ganz, J. A., Kendall, R., & Monet, C. (2007). The unknown Monet: pastels and drawings:  
[published on the occasion of the exhibition "The Unknown Monet: Pastels and 
Drawings", Royal Academy of Arts, London, 17 March - 10 June 2007 ; Sterling and 
Francine Clark Art Institute, Williamstown, Massachusetts. Williamstown, 
Massachusetts: Sterling And Francine Clark Art Institute. 
 
Gradle, S. (2007)  Ecology of place: art education in a relational world.  
 Studies in Art Education. A Journal of Issues and Research, 48(4), 392-411. 
 
Sullivan, G. (2010). Art practice as research: inquiry in visual arts (2nd ed.).  
 Thousand Oaks: SAGE Publications. 
 
Griffel, L. (1994). Painting the impressionist landscape: Lessons in interpreting light  
 and color. New York: Watson-Guptill Publications. 
 
Harrison, B. (1913). The mood in modern painting. Art and Progress, 4(9), 1015-1020. 
 
Isaacson, J. (1994). Constable, Duranty, Mallarmé: Impressionism, plein air,  
 and forgetting. The Art Bulletin, 76(3), 427-450. 
 
Jacobs, T. S. (1988). Light for the artist. London: Watson-Guptill. 
 
Johnson, S. (2011, July 21). Hortus conclusus. PowerPoint presented at Boston University 
Summer Landscape Painting Program, Tuscany Italy. 
 
Johnson, S. (2011). The Macchiaioli: Reflections on the practice of plein air  
 landscape painting. Unpublished manuscript, Boston University. 
 
Kahn, W. (2000). Wolf Kahn pastels. New York: Harry N. Abrams. 
 
Kee, C. (2011). Wolf Kahn: Color and Consequence.  
 New York: Ameringer McEnery Yohe. 
 
Leeds, V. A. (2004). Ray Ellis in retrospect: a painter's journey.  
 Savannah, GA: Telfair Museum of Art. 
 
London, P, (2004, October) Drawing closer to nature. SchoolArts. 9, 41. 
 
Marling, K. M. (2004). Where magic wears a red hat: the art of Stanley Murphy.  
 Cramerton: Martha's Vineyard Historical Society. 
 
Maxwell, J.A. (2005). Qualitative research design: An interactive approach  
 (second edition). Thousand Oaks, CA: Sage. 
 
 
EN	  PLEIN	  AIR	  AND	  RELATIONSHIPS:	  BECOMING	  SELF-­‐AWARE	  	  WITH	  THE	  ART-­‐MAKING	  PROCESS	  	  
 
 
59 
McDaniel, R. (2004). Landscape: a comprehensive guide to drawing  
 and painting nature. New York: Watson-Guptill Publications. 
 
 
McDaniel, R. (2005). On location: plein air painting in pastel.  
 Cincinnati: International Artist Publishing. 
 
McNiff, J. & Whitehead, J. (2010). Doing and writing action research.  
 London, UK: Sage. 
 
Nuss, B. (2004). 14 formulas for painting fabulous landscapes.  
 New York: North Light Books. 
 
Robertson, B. (Eds.). (2003). Sargent and Italy.  
 Los Angeles: Los Angeles County Museum of Art. 
 
Rollins. M, (2004). What Monet meant: Intention and attention in understanding art 
 The Journal of Aesthetics and Art Criticism 62(2), 175-188. 
 
Rosenbaum, J. B. (2006). Visions of belonging: New England art and the making of American 
identity. Ithaca: Cornell University Press. 
 
Silvia, P. & Kashdan, T. (2009). Interesting things and curious people: Exploration and 
 engagement as transient states and enduring strengths. Social and Personality 
 Psychology Compass 3(5), 785–797. 
 
Stegner, W. (1992). A sense of place. in The Sense of Place. New York: Random House. 
 
Sultan, A. (2009). Culture/cultivation: Thoughts on painting the landscape 
 Art Journal, 57(4), 90-95. 
 
Sullivan, G. (2010). Art practice as research: inquiry in visual arts (2nd ed.). Thousand Oaks: 
SAGE Publications. 
 
Tate, E., & Harrison, H. (2011). American artist guide to painting techniques.  
 Loveland: Interweave Press. 
 
Tate-Anderson, D. (2004, October). Creating a living picture. SchoolArts. 9,41. 
 
Venn, B., Wyeth, A., Weinberg, A. D., & Kammen, M. G. (1998).  
 Unknown terrain:the landscapes of Andrew Wyeth.  
 New York: Whitney Museum of American Art. 
 
White, J.H, Garoian, C.R, & Garber, E. (2010). Speaking in tongues: The uncommon ground of 
arts-based research. Studies in Art Education, 51(2), 134-146. 
 
EN	  PLEIN	  AIR	  AND	  RELATIONSHIPS:	  BECOMING	  SELF-­‐AWARE	  	  WITH	  THE	  ART-­‐MAKING	  PROCESS	  	  
 
 
60 
Whiting, A. (2006). Allen Whiting: a painter at sixty. West Tisbury: Vineyard Stories. 
 
Wikipedia. (2011). En plein air. In Wikipedia. Retrieved 
http://en.wikipedia.org/wiki/En_plein_air 
 
Wilton, A., & Barringer, T. J. (2002). American sublime: landscape painting in  
 the United States 1820 - 1880.  Princeton, NJ: Princeton Univ. Press. 
 
Wilton, A. (2007). Turner: in his time. New York: Thames & Hudson. 
 
Wyeth, A., & Hoving, T. (1995). Andrew Wyeth: autobiography.  
 Boston: Bulfinch Press. 
EN	  PLEIN	  AIR	  AND	  RELATIONSHIPS:	  BECOMING	  SELF-­‐AWARE	  	  WITH	  THE	  ART-­‐MAKING	  PROCESS	  	  
 
 
61 
 (Exhibit	  A1)	  
 
BOSTON UNIVERSITY 
PROGRAMS IN EDUCATION 
 
UNIT PLAN 
Art Education Program 
 
 
NAME:  Susan Johnson 
 
THEME: Self-Identity 
 
UNIT RATIONALE: Seeing relationships in the art-making process can aid the development of 
self-awareness within the person.  Self-awareness is a critical component of self-identity. 
Students will use the five component skills to examine relationships in drawing, (seeing edges, 
spaces, relationships, light and shadows, the gestalt), and the two perceptual skills to reflect on 
expressive relationships (drawing from memory, fantasy imaging) (Edwards, 1999). The theme 
for this unit is inspired by the results of an art-based qualitative study, and the lesson plans are 
adapted from the exercises in Drawing on the Right Side of the Brain, by Betty Edwards. 
 
DESCRIPTIVE TITLE: Seeing Relationships. In this unit, students will be asked to pay 
attention to relationships in the art-making process.  
 
GOALS: Students SHOULD : 
(Referencing the Massachusetts Arts Curriculum Framework) 
 
Understand: 
 
• 1.11  How to explore a single subject through a series of works, varying the  medium  
 or technique. 
 
• 2.14 How to review systems of visualizing information and depicting space  
 and volume, for example, scale and vanishing point, linear, atmospheric,  
 and isometric perspective; and create works using these systems. 
 
• 4.9 How to conceptualize: plan, generate ideas, make preliminary sketches, 
 participate in discussions, imagine outcomes, and set goals. 
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Know: 
 
• 1.12 That description and application of procedures ensure safety and proper 
 maintenance of the workspace, materials, and tools. 
 
• 3.8 That the five basic component skills will create visual logic that will convincingly 
 portray 3-D space and the objects and people within that space. 
 
• 3.9 That abstraction of ideas and representations can be explored in 2-D artwork. 
 
• 4.9 That choosing materials and techniques will attain the desired look and 
  feel; maintain workspace and personal schedule; review progress of work 
  with others; and revise work appropriately. 
 
 
Be able to: 
 
• 4.9  Complete an artwork and prepare it for presentation or exhibition. 
 
• 5.8 Demonstrate the ability to compare and contrast two or more works of 
       art, orally and in writing, using appropriate vocabulary. 
 
 
INSTRUCTIONAL CONCEPTS:  	  
L1) Pre-instructional Drawing. "Pictures are...steps in their maker's artistic practice. Each 
picture is valuable as it contributes to this development, as it enables the artist to go on in a freer, 
larger way to his next picture" (Kahn, 2000).  The drawings will be "invaluable in aiding student 
to see and recognize their own practice" (Edwards, 1999). Students will make drawings at the 
start of the unit, to compare with drawings done at the end of the unit. The comparison will help 
students realistically gauge their progress. Students and teachers will have evidence to compare, 
and determine levels of understanding.    
 
L2) Fanciful Things. "Use your imagining ability to solve problems. Look at a problem from 
several viewpoints and perspectives...scan the problem to see all it's facets" (Thomas, 1999).  
"Coherence...is...not merely a visual catalogue of disparate things" (Kahn, 2000). Imaging is a 
transferrable skill. Use imagination to find fanciful images in clouds, water, spots, crumpled 
paper, etc… 
 
L3) Drawing from Memory.  "There are descriptive elements that tempt the artist...but woe to 
the artist...who loses sight of the larger issues" (Kahn, 2000). Drawing from memory is a 
trainable skill. It is a useful skill for an artist and can help decision-making.  Student will take a 
mental snapshot of the still life and decide what to retain in memory. Students will draw the still 
life as it is seen in the mind's eye. 
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L4) Seeing Scale Relationships.  "There is drama in position" (Kahn, 2000). "All drawing 
involves proportion, whether the subject is still life, landscape, figure drawing, or portrait 
drawing" (Thomas, 1999). Students will learn to see and draw relationships through "sighting", a 
relational perspective method.  Betty Edwards (1999) suggests, "Skillful sighting of proportions 
and perspective causes edges, spaces, relationships, lights and shadows to come together with 
visual logic" (p. 138). Students can understand the concept of relationships by measuring the 
ratio of objects and spaces, and drawing objects with scale. 
 
 
LESSONS: 
L1) Pre-instructional Drawing. One session. Students will make a record of drawing skills at 
the start of the unit. Drawings will be created using 1) Direct observation, 2) Imaging, and  
3) Memory. The drawings will be done fairly quickly, as the purpose is to make a record of 
present skill (Edwards, 1999).  
 
 Direct observation. Teachers will set up a still life arrangement on a table in the center of 
 the room. Still life objects are selected at the discretion of the teacher. Students will sit 
 around the table, and tape several sheet of paper to a drawing board. Students will do a 
 drawing using direct observation. 
 
 Imaging. Students will crumple up a piece of paper, smooth it out, and place it in front of 
 them. They will imagine scenes in the paper folds, and draw this. 
 
 Memory. Teachers will set up a still life arrangement on a table in the center of the 
 room. Still life objects are selected at the discretion of the teacher. Students will sit 
 around the table, and tape several sheet of paper to a drawing board. Students will do 
 memorize visual data for 10 minutes, and then turn away from the still life. They will 
 then draw the visual data from memory.  
 
 
L2) Fanciful Things. One session. Students will select an object in the room or out the window 
and crumple up a piece of paper (smoothed out, and placed in front of themselves). They will 
imagine scenes in the paper folds, and draw them out.  
 
 
L3) Drawing from Memory. One session. Student will take a mental snapshot of the still life 
and decide what to retain in memory. Teachers will set up a still life arrangement on a table  
in the center of the room. Still life objects are selected at the discretion of the teacher. Students 
will sit around the table, and tape several sheet of paper to a drawing board. Students will do 
memorize visual data for 10 minutes, and then turn away from the still life. They will then  
draw the visual data from memory. 
 
L4) Seeing Scale Relationships. One session. Student will learn to use proportion to see scale. 
They will use measure shapes by comparing size relationships. This is an informal perspective 
method called "Sighting". They will look through tube of rolled paper to compare size 
relationship between objects close up, and far away (Thomas, 1999). They will decide on an 
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object in the room to use as a comparison for the whole scene. They will hold up their pencil and 
use their finger to measure the object against the pencil. They will use this measurement to find 
the relational scale for everything else in the drawing. The plastic sheet is a tool to help students 
see in terms of a flat picture plane, Students can use this sheet to draw out ratio measurements 
with magic marker and hold up to the scene they are drawing (Edwards, 1999).  
 
INSTRUCTOR VISUALS: 
 
• Teacher and student models. 
• Check list of five component skills and two perceptual skills 
• Artist exemplars: Claude Monet drawing and pastels, Wolf Kahn's pastels. 
 
 
MATERIALS: 
 
• #2 writing pencils 
• 8" x 10 sheets of clear plastic,	  
€ 
116 "	  thick. 
• Charcoal sticks 
• Clips 
• Drawing boards 
• Drawing paper 
• Erasers 
• Graphite sticks 
• Masking tapes 
• Non-permanent magic markers 
• Pencil sharpeners 
• Permanent magic markers 
• Rolled up sheet of paper 
• Soft pastels 
• Small mirrors 
• Viewfinders 
 
 
ASSESSMENT: 
Engagement can be assessed through discussion, observation. 
Rubric to measure: 
• Completion of objectives 
• Effort, attitude         
• Understanding of elements and principles 
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Susan Johnson 
cfaar 890 - Fall 1 
Boston University Final Project: Interview Questions 
 
(Exhibit	  A2)	  
 
Interview Questions: En plein air and representational landscape painting 
 I had an informal interview structured talk, which went on for about two hours. The artist 
is Allen Whiting, a 65-year-old male. He is a mature artist with thirty-plus years of experience in 
landscape and portraiture. He is a successful painter in that he has an extensive body of work, is 
widely collected, sells a high percentage of his yearly output and has done so consistently for 
about thirty years.  
 Allen Whiting was extremely open and honest, and generous with information about his 
methods, influences, materials, and more. His style is expressive representational. He achieves a 
wide range of modulated colors through a limited palette based on primary and secondary colors. 
He uses Winsor & Newton Liquid, and paint thinner. He uses bristle brushes, many large sized. 
Surfaces: oil primed linen, or Masonite, wood for small works, canvas on stretcher. He uses 
primarily Maimeri Classico Oil Colors, and has for 30 years. He prefers the Classico to the Puro 
(purest grade) - believes the pigments are actually superior. 
 Allen Whiting attended art school at 27 in Vermont. He was married and had a son, and 
so felt apart from the other students. He was the only representational painter in his class, and 
felt additional isolation due to this. However, he felt a deep pull towards landscape and did not 
deviate from this genre. I did not ask about his start with portraiture, but it appears that he had a 
similar pull towards that genre.   
EN	  PLEIN	  AIR	  AND	  RELATIONSHIPS:	  BECOMING	  SELF-­‐AWARE	  	  WITH	  THE	  ART-­‐MAKING	  PROCESS	  	  
 
 
67 
 Allen Whiting was raised on the island, without easy access to a museum. However, his 
grandfather was Percy Cowen, an accomplished illustrator who worked in oil paint on canvas. 
He credits study of his grandfather's paintings as his primary initial artistic influence. He still 
studies these same paintings today. Additionally, his grandfather died when the artist was one 
year old, so he never knew him as a person. This lent an deep emotional resonance to the practice 
of painting in general, and study of his grandfather's paintings in particular. On his father's side, 
he has roots that go back generations on the island. In fact, the farm, and additional farm land in 
Chilmark, where he lives and works have been in his family for hundreds of years.  
 In the beginning of his art practice, Allen Whiting primarily worked from photographs. 
When he returned to the island in the mid 1970's, however, he began to paint primarily en plein 
air. He traces his motivation for this to his memories of youthful immersion in the environment, 
specifically when he was hunting and helping on the farm with his father and other family 
members. 
 Currently, he tends to do smaller studies en plein air, and then create larger versions in 
the studio. He still feels his motivation in painting landscape is to evoke his experience when 
immersed in nature. He gave this as an example: being up and ready for hunting in a duck blind 
just before sunrise, and watching it rise. Another - the glimpse of a tree or similar as one gets 
into a car or goes through a door. 
 Allen Whiting will use the same location for many different paintings over the years. He 
appreciates emotional resonance of history of a place - his family primarily, but natural history as 
well. He uses strong values and tones, and creates shadow with rich colors. His tonalism 
probably originates from the use of photos, but he can apply this to en plein air scenes. He likes 
strong forms, horizon line motifs. He tries to not impose a style agenda on a painting, but to 
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work from he sees. His shapes and colors are strong, formalist, but always tied to representation. 
Could be considered a heightened color balance, based on what is viewed and felt. He likes to 
consider that a scene represents a unique day or moment. He layers color.  
 When working in studio, Allen is very stimulated by the potential to merge an abstract 
expressionist style with representation. He tends to layers more paint heavily, with more 
expressive brushstrokes and brighter color.  He usually does not place figures in these 
landscapes, unless it is a type of portrait.  
 He does make constant changes and adjustment in a painting, but may not alter the basic 
composition very much, as he may have it already decided through a photo. When he uses a 
photographic model, it is as reference, not to rigorously copy.  
 When painting en plein air, Allen makes mental notes to himself to remember as much 
info as possible about a site, and then applies that knowledge within the painting process. He 
jokes that he plays a game with himself, in that that he will be tested on the details of a site. 
 Allen believes that working from life en plein air is vitalizing for his work - for content 
and meaning. He feels that abstract or heavily stylized work can have power but can only go so 
far with interest for him. He thinks that imagery that is entirely derived from the interior self is 
limiting, and ultimately leads artists to a dark, closed place creatively, and notes examples of 
painters such as Rothko and DeKooning as having limited development options in their maturity. 
 Allen's work is radiant with light. He achieves this though sublime color relationships 
and a mastery of tonal values.  It is possible that his use of photographic models is responsible 
for his use of strong darks and lights, and his en plein air painting enabled his development of 
middle range value usage. He mixes colors, and layers grays and local color to develop rich 
colors and balanced color relationships. 
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 Allen grew up on the island, but left for a while as a young man. He came back to raise 
his young son, after divorce, in the mid-late 1070's. He met and married his wife, and raised a 
family. His family has lived on the farm for generations, and his children are involved in farming 
there with him today. His brother and sister also are involved. The family has over 100 acres all 
together for farming.  
 Allen's house includes a gallery, and he has several studio areas in the house and in a 
separate studio building. His house is a historic farmhouse, and is close to the center of the rural 
town of West Tisbury. A sheep farm surrounds his house and studios, and the barn with horses, 
are clearly visible and fairly close to the road. His daughter raises free-range meat chickens there 
as well.  His studio building is historic as well. Part of it was originally chicken coup, and part of 
it is an old school building (dating from at least the early nineteen century, The Dukes County 
Academy was a private school, and   one of the first schools on the island). The old school 
building was cut in half, and one part was moved down the road almost one hundred years ago. 
The other half is still in the West Tisbury center, and is the library annex. 
 There is another homestead family farm property by the sea in the neighboring town of 
Chilmark. Many areas in this other homestead have the source for many of his favorite themes. 
Additionally, he often uses his family as models. For these portraits, he will often use 
photographs as a reference. 
  Allen has painted en plein air with several other artists over many years, including Wolf 
Kahn. He shows his own work in a gallery, in part of his historic farmhouse. After 30 years, he 
has stopped doing a big yearly opening party, and now just opens the gallery in the summer, and 
by appointment in the fall and winter. In the fall and winter, he paints inside these rooms, as well 
as in his studio. Part of his process may be the need to get up and move around, and accomplish 
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other tasks and then come back to the easel. He usually gets in 2 hours of intense focus. He 
believes that it could indicate that he has attention deficiency disorder, but that this working 
process has been very beneficial to his art practice. 
 Allen had a retrospective book published when he was sixty years old. He personally 
selected the paintings and layout for the book. He laid out photos of the paintings on big 
plywood sheets, and arranged the sequence. The result is a successful representation of the 
artist's development.  
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Susan Johnson 
cfaar 890 - Fall 1 
Boston University Final Project: Interviews 
 
(Exhibit	  A3)	  
Interview: Family farm operator 
Notes from conversations over time with farm operator. Supports arts, mother was watercolor 
painter, brother is photographer, has professional photographer friend who has used farm as 
subject, focusing on harvesting of animals (by operator), and preparation of vegetables and 
dinner parties. Farm is actually family owned, and he is taking over running this year as third 
generation. Has farm manager. In addition to vegetables, has pigs and bunnies, and plans to 
breed to and farm them as well.  
 Is a professional chef, specializing in Italian country cooking. Encourages researcher to 
come everyday and paint. Wants to paint as well, and hopes to have the time to do so out on the 
field this winter.  
 Is writer as well as chef. and has had article published in local food magazine. Also, 
produced TV series about local food, was seen on Plum TV Martha's Vineyard. Think he 
produced - might have done all else. Music in show was written and performed by a musician 
friend. Also in another MV community Plum TV series, had a segment combining real estate and 
food. Hope to sit down and interview in more depth about background, interests, and thoughts on 
connection of creativity and farming. 
----------- 
Interview Dec 2, 201. 4:30-6:30 pm 
The interviewee noted the following as significant threads for creative planning and development 
of Structure and creativity. 
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Anticipation and farming. 
History of his family on the farm, and connection to his own creative practice of farming and as 
chef. Talked in the kitchen of farmhouse. His 96 year-old grandmother also came in and had 
some discussion about how she and her husband acquired the farm. 
He showed me several albums of clippings and photos. Specifically, showed photos of lunches 
with extended family in farmhouse backyard. 
Discussed farm as refuge for college kids, community workers young and old, and how his 
grandfather started this and he continues. Farm is always a community base- extended family 
based- always functions as a center. Story of on 72 year-old women who comes and helps farm 
every summer, along with nine year olds and college kids. Aware of how farm fulfills need for 
lost, disconnected folks. Fulfills a need for a social, emotional base. 
Size of farm is five aces. 
Chicken coop was actually cat shed. Former owner kept a cat in there, which never was allowed 
out.  
Discussed farming as creative activity. Specifically, about planning, how to allow 
experimentation, change. Physical quality of ground, and flexibility issues. Talked about fear of 
changes and dealing with that with family - apprehension of decisions that are irreversible. 
Reflex to put on more structure - danger of over control with structure. Orderliness on the farm- 
feeling obligation to his grandfather's memory to keep all orderly and clean - no piles of stuff.  
Feels guilt about existing piles. 
MORE QUESTIONS FOR HIM: 
 
Was cat shed from another location - pretty sure grandmother said it was. Where was it 
originally? What was the original layout?  
Does he think the function of "instant" place for lost souls is a source of creative emery for the 
farm?  Does he think that type of connection is authentic, compared to family connection to 
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place? Is this a consciously generated- supported connection? Does he fee like it’s an obligation 
imposed (business?), or inherent (spirit of this particular land?) 
 
Does he see the role of a farm as essentially community oriented? If so, did this place inspire that 
concept?  
 
**Does place come from people, or people come from place?** 
Does this inspire creativity? If so, as an obligation, structure, or as source of free form energy-
generator? Or both? 
 
**How does he visualize the multilevel functions/containers of identity of this place?** 
**Does he see this a container or generator, or both?** 
 
Small business and creative activity - how does he align this - does he see this as the reason why 
he thinks he needs to be more structured? Set up the structure so allows freedom to create? 
Create in farm, cooking, or both? 
 
History - how does this impact him creatively? Does he feel conflict for self-identity, or is 
history a basis for that? Does he see creativity as a way to deal with conflicts, effect 
transformation, and necessity for economic survival-- all?  How does this impact him as a young 
man - obligated, inspired, or both?  
How does he view significance of place exactly? How does this impact him as a young man, and 
his personal self-identity - obligated, inspired, or both? Does he make distinctions between 
professional and personal self-identity, and if so does he see that as a creative opportunity? How 
would he express that artistically? 
What did he do after high school, and what were his feelings on place from then to now- has it 
developed as he has matured or awareness always there? Has he felt consistently based here, or 
developed this as matured? Is place and business inter-related, or incidental? How does he see 
place in relation to business development? Does he see business in terms of history?  What about 
self-identity - place- business - creativity? interelation or conflict? 
What does he think about the farm as a creative metaphor, such as in landscape painting? 
EN	  PLEIN	  AIR	  AND	  RELATIONSHIPS:	  BECOMING	  SELF-­‐AWARE	  	  WITH	  THE	  ART-­‐MAKING	  PROCESS	  	  
 
 
74 
Does he believe artistic creativity is essential or incidental? Does place equate with creativity? 
What about creativity and history? What does he think is the function of creativity? For its own 
sake, In relation to place, to business, self-identity?  
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(Exhibit	  A4) 
 
 
Questionnaire interview: Farm Operator 
 
Was cat shed from another location - pretty sure grandmother said it was. Where was it 
originally? What was the original layout?	   	  I	  am	  pretty	  sure	  it	  was	  on	  the	  other	  side	  of	  the	  farm	  and	  was	  moved	  across	  the	  fields	  to	  where	  it	  is	  now.	  	  	  	  	  	  	  
Does he think the function of "instant" place for lost souls is a source of creative emery for the 
farm?  
Yes. No real lost souls come to Beetlebung. Just those looking for a connection to a community 
and a place. Creativity is fostered in those who feel comfortable at the farm. This comfort allows 
them to express themselves better. 
Also the quiet time of contemplation and repetition fosters creativity. It allows the mind to 
wander to places it would not go while distracted. Any artist would most likely agree that quiet 
contemplative time gives them inspiration and direction. 
 
 
Does he think that type of connection is authentic, compared to family connection to place?  
Yes. Feeling connected to a place in the natural world is very authentic. I cannot speak for any 
individuals, but superficiality is hard when the thing you are connecting to a natural landscape. 
Family provides a natural comfort that is hard to replicate, but I have immersed myself in other 
families traditions and at times felt more authentically comforted and connected then with my 
own family. I think the context of being exposed to something new is always more exciting and 
eye opening for an individual, which makes them reach out more readily. 
 
 
Is this a consciously generated- supported connection? Does he fee like it’s an obligation 
imposed (business?), or inherent (spirit of this particular land?) 
The core members of the farm team believe in what they are doing. The core members of the 
family also believe in centering the family around these choices. So having this as a basis of all 
things ( a firm belief in what is being done is important and right) supports the recruitment of 
connections to the place. The more people believe in the place, the more powerful the belief 
becomes and the more perspective is brought to that place.  
 
 
 
Does he see the role of a farm as essentially community oriented? If so, did this place inspire that 
concept? 
Because we are a farm and sell products grown on the farm to the public, we are inviting people 
to the farm all day. So we are feeding, hopefully educating and welcoming people in at any 
point. No discriminations applied, which is appealing to anyone. Also for customers to get to 
know the folks growing and harvesting their food makes their connection to the farm stronger. 
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**Does place come from people, or people come from place?** Does this inspire creativity? 
The place has been manipulated by 3 different generations. The limitations of landscape, money, 
time and environment help develop creative use of the land. Farmers see the land differently than 
artists who see it differently than poets. These varied perspectives enhance creativity. The artist 
paints what has been built by the farmer. The farmer see’s the work on canvas and wants to make 
the land more beautiful. 
 
 
Small business and creative activity - how does he align this - does he see this as the reason why 
he thinks he needs to be more structured? 
When you do not have a lot of means, you need to be creative with how you make things happen, 
specific to business this means making money. I am paid to be creative with the growing of food, 
building of growing structures, cooking and presentation of food for paying customers. If I can 
do so efficiently I can move on to more projects and get more accomplished in a better way. 
With more structure and organization I can make educated decisions on how and why to do 
things. 
 
 Set up the structure so allows freedom to create? Create in farm, cooking, or both? 
History - how does this impact him creatively? Does he feel conflict for self-identity, or is 
history a basis for that?  
I think structure can help create a system for creativity. With proper documentation of structures 
used in creation, that can be replicated more efficiently the next time allowing for broadening of 
horizons beyond what was thought possible before. 
 
Does he see creativity as a way to deal with conflicts, effect transformation, and necessity for 
economic survival-- all? How does this impact him as a young man - obligated, inspired, or 
both? 
I don’t want to be like everyone else. I do not want to be told that this is a way things are done 
and cooked and presented. I want to create a unique product, a unique experience that is not 
possible from anyone else or on any other farm. It inspires me to never stop learning, never stop 
moving and never stop creating uniqueness. But not uniqueness for the sake of it, uniqueness 
because it has been created specifically for that moment. 
 
 
 
How does he view significance of place exactly? How does this impact him as a young man, and 
his personal self-identity - obligated, inspired, or both? 
I am proud to carry on the traditions of my grandfather and my aunt. I can not think of anything 
that makes me more proud. Because their actions as farmers were carried out at Beetlebung 
Farm, the identity of this place fills me with pride. That when someone mentions the farm they 
associate my name with it, and hopefully say to themselves “they grow the best food.” It inspires 
me not to take short cuts and to act with integrity to uphold the pride of the farm. 
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 Does he make distinctions between professional and personal self-identity, and if so does he see 
that as a creative opportunity? How would he express that artistically? 
I love what I do so much that it does not feel like a different role while I work. So I do not make 
distinctions. Also what is learned at work can always be translated to personal life.  
 
 
What did he do after high school, and what were his feelings on place from then to now- has it 
developed as he has matured or awareness always there? Has he felt consistently based here, or 
developed this as matured?  
After high school went to college, dropped out, travelled, went back to college, dropped out, 
travelled, worked, went back to school, dropped out, started training as chef in New York City at 
24 or 25…..moved back to Marthas Vineyard and has steadily (slowly maybe) grown into a 
producer of food and a better cook and eater every day.  
Marthas Vineyard as a home base gives me comfort that I do not feel anywhere else on the 
planet, though there are wonderful places to visit and be inspired by. 
 
 
 
Is place and business inter-related, or incidental? How does he see place in relation to business 
development? 
Farming is a traditionally thrifty business. Part of my thought process for growing my own food 
to cook with was: If I am going to buy food for my clients and then get paid to cook with it, why 
don’t I just grow the food and get paid twice? 
As you get more efficient at both you can make more money and also create a better product. 
Also all the hardships and errors you make early on in your development are hopefully built on 
over time. 
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Susan Johnson 
cfaar 890 - Fall 1 
Boston University Final Project: Interviews 
*Please note that the identity of all participants in this study will be protected* 
 
(Exhibit	  A5)	  
Interview: Family farm workers 
Notes: with farm manager, who is farmer. Talks about his creative process, tied to farming, but 
also that farming is taking a lot of creative energy from music just now. 
 Has been farming for 7 years, started when he attended Hampshire College. He also 
worked several years at Morning Glory Farm in Edgartown. He moved to the island this past 
winter, but had been coming here in summers while working for the Edgartown farm.  
 Another summer employee also attended Hampshire College, a poet, and other summer 
employees are musicians, filmmaker, photographer, and maybe more. Hampshire College 
aesthetic may influence farm aesthetic - combining creativity and intellectual development with 
agriculture.  
 Farming is a small business, and so must have practical business skills. Also is seasonal 
and tied to nature cycles, and nurturing of plant growth. Like art, one makes something out of 
nothing. Farming is also a small business that young people can start-up and manage - or any age 
for that matter - but in this economy, farming offers a chance to be independent and to become 
an entrepreneur on a budget. Also on a small scale, with opportunity for choice, and 
development. 
 His girlfriend is starting a farm on Chappaquiddick (an island off Edgartown). He expects 
to work there, probably after another season with Beetlebung Farm.  
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 A couple of weeks ago, he and the poet and the farmer operator- who is also a chef- had 
an "arts and eatables festival" evening at the local community center, with music, poetry, and 
food. Music and poetry was free, and food was a very reasonable price and professionally 
prepared presented. This event, along with this project, really define that there is an active 
connection between this farming practice and creativity in the arts. 
 He also had a musical evening this summer in the greenhouse. It was right about the time 
the researcher started his project, and so was shy about attending. However, the musician is very 
friendly, and open to sharing art and discussion.  
 His music is contemporary folk, original compositions and collaborates with partners 
now and then. Very musical - melody, guitar. Personal, poetic lyrics, musical voice. His music 
and performance was very moving at the art & eatables fest. He believes in crafting songs, just as 
he does in developing the farm gardens. It will be very interesting to see how he develops.  
 He is probably about 25, as is the poet. The operator is thirty-one. The researcher is the 
oldest, but is also compatible with others in creative outlook and openness to development. 
Researcher also finds that they are quite mature in social and creative skills- all in all interactions 
are very interesting experiences.  
 Additionally, the operator has a friend who is a professional photographer and has used 
the farm as subject, posted online in a blog. The work is focused more on aspects of food 
preparation- specifically harvesting animals, harvested and prepared vegetables for dinner parties 
in the greenhouse, and portraits of some of the arm workers. The researcher has not interviewed 
this photographer, and so analysis is of the photos only. 
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Susan Johnson 
cfaar 890 - Fall 1 
Boston University Final Project: Interview Questions 
*Please note that the identity of all participants in this study will be protected* 
 
(Exhibit	  A6)	  
Interview Questions: Art exhibit viewers 
1. Do you create art works? If so, do you create landscapes scenes? How? 
  
 
 
 
 
 
 
2. Do you think that a landscape scene painted outside looks different from a painting 
created inside? 
 
 
 
 
 
 
 
 
3. Have you ever painted a landscape scene outside? If so, did you like doing it more then 
painting inside? If not, does this exhibit inspire you to try? 
 
 
 
 
 
 
 
4. Do you have a favorite painting in this exhibit? If so, briefly state why you like it. 
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cfaar 890 - Fall 1 
Boston University Final Project: Interviews 
*Please note that the identity of all participants in this study will be protected* 
 
(Exhibit	  A7)	  
Interview: Art exhibit viewers 
 
Notes: interviews with viewers at reception. 
Were all three artists, two painters and one photographer, talked about process of plein air as 
opposed to studio work. Specifically - when is work finished- what kind of light do you use- 
what subject- one was flowers (and is landscaper/gardener), and other is abstract- 8x6 foot size. 
Basic questions: 
How to choose subjects? 
Motivation - need prompts to work? Work for own sake, or for scheduled show? 
Does end dictate form- does sale or show dictate size, medium, subject? What to do with work 
when done - produce specifically for show/sale, commission, or for own sake and then find 
venue? 
Photographer: large size only when commissioned. Aerial photographs. 
Painter 1: working small size, canvas on deep stretcher, painting around the sides so framing is 
not necessary. Chooses flowers for subject. Is gardener/landscaper, born in China, trained at Pratt 
in 1960s-70s? Used to work very large when living in NY. Has lived on MV for since 1970s. 
Painter 
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Susan Johnson 
cfaar 890 - Fall 1 
Boston University Final Project: Interview Questions 
 
(Exhibit	  A8)	  
 
Interview Questions: Wolf Kahn Art Collector 
 Thank you very much for participating in this art based qualitative research study!  
Please note that your identity will be protected in this study, and all contact information will be 
handled with full confidentially. 
 Your research questions are listed in two versions just below, to allow format options for 
your reply. You can use either version on this page, in either electronic or hardcopy format, for 
your replies. Or, you may use any format and medium you wish to reply- including visuals - as 
long as the number to a question references the replies.  
 You will receive a copy of this document in two file formats, Word 97-2004 .doc and 
.PDF. Your reply can be in either file format. This document was created on a Mac. 
 You are not required to answer a question if you do not wish to do so. Please feel free to 
include any comments with your reply, including any additional dialog about your collection and 
Wolf Kahn that you feel would be of interest.  
Questions. 
1. How did you obtain your first artwork by Wolf Kahn? 
2. What quality did it possess that attracted your attention?   
3. Has your feeling about the work changed over time? 
4. What are the mediums of your Wolf Kahn artworks? 
5. Is Wolf Kahn's use of landscape as motif significant for you? 
6. If not, what do you feel is the most significant aspect of his artwork? 
7. What do you think is Wolf Kahn's primary interest when rendering a landscape? 
8. Do you collect landscapes by other artists? 
9. Do you create landscape artworks? 
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5. How did you obtain your first artwork by Wolf Kahn? 
I went to an artist’s reception for Wolf Kahn at Etherington Gallery in West Tisbury in 1997 and was 
really blown away by his use of color. I had never heard of him before, nor was I very familiar with the 
abstract expressionist and later colorist movements in contemporary art. I did not buy any of the works at 
that time, but I bought the illustrated book that was for sale there. After reading about the artist and 
looking at the chronological illustrations of his work, I found that I was attracted to his paintings. Within 
a month or so I again visited Etherington Gallery, which continued to show his work, and I bought my 
first small painting.  I must add that being able to meet and speak with an artist and hear him/her speak 
about their work is an amazingly strong influence in leading to the eventual purchase of their work. 
 
6. What quality did it possess that attracted your attention?   
The main thing that attracted me to Wolf Kahn’s paintings was his use of color. Each painting was made 
up of so many different colors that it was hard to count yet they blended and complimented each other so 
deftly. If you look closely, say, at a green or blue section of the painting, it is amazing to see that that 
green or blue is made up of ten or more different greens or blues all blending into the one shade you see 
from a distance. Then from a distance if you squinted your eye on a majority of his work you could see 
the underlying bands of colors going across the canvas which is the hallmark of all colorist field 
paintings. But when viewing the painting as a whole, these subtle bands of color merge into a unified 
work and do not take precedence over the subject of the painting.  
 
7. Has your feeling about the work changed over time? 
No, not really. I am very happy with my choice of his paintings. However there are different periods in 
his career that appeal to me more than others. I do own one of Wolf’s early “drip style” paintings done in 
Venice in the late 50’s, though this is less appealing to me than his latter work. The period that most 
appeals to me is his work from about 1995 through 2002 or so. He then went through a period where I can 
only describe his work as “squirrelly” and a bit unfocused. His latest works have tended to go back to that 
mid to late 1990’s style that for which I think he is most known. 
 
8. What are the mediums of your Wolf Kahn artworks? 
I own six oil paintings by Wolf Kahn. 
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9. Is Wolf Kahn's use of landscape as motif significant for you? 
No, not really. I must say that I am more attracted to his forest paintings than to his barns or other 
broader landscapes. But when looking at a Wolf Kahn landscape it does not strike a chord with me 
harking back to landscapes I have experienced in real life. In fact one would be hard pressed to ever 
see a landscape in real life resembling his colorful interpretations of them. So, no, his use of 
landscapes as a motif is not the reason I find his work appealing. 
 
 
10. If not, what do you feel is the most significant aspect of his artwork? 
It is his use of color and not the subject matter that holds the most significance in his work to me. 
 
 
11. What do you think is Wolf Kahn's primary interest when rendering a landscape? 
Again would have to say they are the perfect subject manipulate color and achieve his desired tonal 
values and blended bands of color in the finished work. It is an odd thing to say, but I do not think he is as 
good with light as he is with color, yet this does not detract from his work. The colors he uses make such 
a bold statement, that you forget the fall of light in his paintings. He is certainly no Monet who was a 
master of light, but Monet is certainly no Wolf Kahn either. 
 
12. Do you collect landscapes by other artists? 
I have two landscapes by Allen Whiting and one landscape by Max Decker, though I would not call 
myself a collector of landscape paintings. I purchased them in the moment because they appealed to me, 
and in each instance I knew the artist. 
 
 
13. Do you create landscape artworks? 
No, I do not have any artistic talent of my own though I love and appreciate the art of others. 
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  (Exhibit	  A9)	  
Painting Process Development Memo: 
 
How has my artwork changed over the course of this project? 
Form 
Color 
Style 
Approach 
Palette 
Brush strokes 
Plasticity 
Space 
Light 
Line 
Tone 
How exactly did working with pastel affect me? 
More aware of lines now - how linear images have been? 
Has my approach to oil paint changed? 
To find out: Should I do a final test and do versions of one motif with pastel and oil? 
Compare oil and pastel versions 
Compare first painting and last painting	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(Exhibit	  A10)	  
 Pastel Process Memo:  
Materials:	  pastels,	  paper,	  blending	  stump,	  gum	  and	  white	  eraser,	  fixative,	  masking	  tape,	  masonite	  or	  wood	  drawing	  board.	  	  
Technique:	  layout	  with	  first	  line,	  and	  then	  value.	  Add	  color	  in	  shapes	  first,	  with	  local	  color,	  and	  then	  blend	  for	  depth	  and	  atmosphere.	  	  
Contour	  line,	  broad	  line	  with	  side	  of	  pastel.	  Cross	  hatch,	  overlay	  colors,	  blend	  with	  stump.	  	  
Success	  mastering	  technique	  -­‐	  not	  100	  %,	  but	  definitely	  potential	  for	  integration	  into	  art	  practice.	  Pastel	  is	  both	  painting	  and	  drawing.	  Brilliance	  of	  color	  allows	  focus	  on	  color	  relationships	  for	  description	  and	  expression.	  Con	  -­‐	  I	  can	  get	  too	  tightly	  caught	  in	  rendering	  with	  line.	  Pro	  -­‐	  this	  medium	  allows	  me	  to	  develop	  a	  unified	  image	  out	  of	  varied	  lines,	  blocks	  of	  color,	  and	  blending.	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(Exhibit	  A11)	  
 
Distraction-Connection Memo 
 
 
What is it that I am looking to explore? 
Art realm 
Perception 
Emotional 
 
I started with the idea that I would use technique as the fulcrum for growth - se what happened 
off a focus on representation technique. Now, I am thinking of how to release emotional 
expression with the landscape motif. Here is where "place" matters - What is the relationship of 
my feelings to "place"? Does this help me release emotional thought? Or in general, am I too tied 
to worries about technique? I have been working on one painting now for more then a week- but 
it almost done now, "Beekeeper". This is he one where I have been coming to a realization of a 
dilemma - my intention vs. practice.  
 
Plein air is about the moment - so I have not been coming to the scene with a preconceived idea 
of an emotion or mood to express. I have been enjoying that, as I am an intuitive artist. Painting 
the weather excites me, as the openness to possibility. Also- to discover what I may not have 
noticed - new aspects of the familiar. This is a definition I can follow… 
 
This "place" is now familiar to me, so this may be why the initial process of discovery has 
changed, perhaps, from purely exterior to some interior. 
 
Am I projecting emotion response, or genuinely feeling it? Is this why I have gotten a bit stuck? 
Perhaps I actually need to come in with preconceived emotional intention, and then open up to 
possibility…by preconceived, I mean to examine my feelings about I am viewing, doing, and 
want to do. What is my purpose? Now that I have a familiarity with the site, it is a "place" for 
me. It was a "place" to me to start - which is why I choose it, but now I have a personal 
relationship with the site. How does this affect my perception? Am I still seeing directly, or am I 
seeing inside and projecting? I notice that I do turn to the image and away from the scene - but 
One also has to do that to balance composition and such. 	  
I have been distracted by emotional response to the owner and activities on the farm - or is this 
what I need to pay more attention to directly - the launching for emotional response in the art…I 
think perhaps so, since the subject is "place". "Place" is about multilevel relationships and 
emotional response, there is beauty, and there is association. It is about complications, about 
social relationships vs. personal relationships. This is a chance to reconcile inter-personal 
response, more then relating within a social format. But is that appropriate, as an outsider coming 
in with the intention to paint?  	  
EN	  PLEIN	  AIR	  AND	  RELATIONSHIPS:	  BECOMING	  SELF-­‐AWARE	  	  WITH	  THE	  ART-­‐MAKING	  PROCESS	  	  
 
 
88 
(Exhibit	  A12)	  
 
Farm Cottage- Immersion Memo 
 
 	  11/11/11	  -­‐Power	  was	  shut	  off	  on	  my	  apartment	  and	  was	  able	  to	  arrange	  to	  stay	  at	  the	  far,	  cottage.	  This	  is	  total	  immersion	  now	  in”	  place".	  I	  have	  work	  in	  the	  AM	  unfortunately,	  but	  hopefully	  can	  stay	  over	  Monday	  night	  so	  I'll	  have	  a	  full	  day	  of	  immersion.	  Should	  be	  cloudy,	  but	  warm.	  Tomorrow	  is	  supposed	  to	  be	  warm	  and	  sunny,	  but	  have	  to	  meet	  for	  tennis	  at	  1.	  Rats	  -­‐will	  only	  be	  for	  an	  hour	  though.	  	  What	  am	  I	  thinking	  about	  here?	  Beautiful	  old	  floors.	  Everything	  else	  simple,	  cozy,	  real	  cottage.	  Chilly-­‐	  I	  can	  get	  a	  sense	  of	  how	  it	  must've	  been	  for	  farmers	  out	  here	  in	  winter	  very	  chilly!!	  No	  central	  heating,	  no	  room	  thermostats.	  	  This	  property	  has	  beautiful	  areas-­‐	  the	  vernal	  pool	  is	  right	  in	  front	  of	  this	  cottage.	  It	  is	  very	  private	  too	  -­‐	  everything	  is	  arranged	  well	  between	  the	  aunts	  house	  and	  this,	  and	  with	  the	  road.	  I	  am	  totally	  falling	  in	  love	  with	  this	  cottage.	  I	  wonder	  who	  built	  it	  -­‐	  if	  it	  was	  the	  same	  builder	  who	  built	  our	  house	  on	  Lagoon	  Pond.	  I	  have	  a	  feeling	  it	  might	  be	  -­‐	  the	  windows	  remind	  me	  of	  it,	  and	  perhaps	  use	  of	  space	  is	  similar	  somehow…not	  obvious	  but	  I	  would	  pick	  up	  on	  it.	  I	  have	  to	  ask	  the	  history	  and	  builder…and	  if	  I	  can	  stay	  over	  Monday.	  Might	  cost	  another	  $25,	  but	  worth	  it.	  	  Bed	  is	  high,	  and	  has	  soft,	  luxurious	  mattress	  and	  cushion.	  There	  is	  a	  wide	  window	  right	  in	  front,	  which	  looks	  out	  on	  the	  vernal	  pool.	  Sunset	  and	  sunrise	  is	  gorgeous,	  especially	  for	  me,	  as	  I	  have	  painted	  the	  vernal	  pool	  scene	  a	  number	  of	  times,	  though	  from	  photograph.	  	  
The farm is on the other side. It was cold and windy out today, and I was late getting started to 
paint anyway. But, I laid down on the bed to watch the light in the trees a bit first, and that was 
that! I woke at 4, an hour later, but it was too late to go out and paint. Sun sets at 5. So I slept some 
more. So nice though, this is immersion! Old country bed, watching the sunset…  
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Figure	  B1.	  Sketch	  map	  of	  Beetlebung	  Farm.	  	  Susan	  Johnson	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Exhibit	  B2.	  Flyer	  Memorial	  for	  farm	  founder.	  October	  2011.	  	  Fischer	  Family	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Exhibit	  B2.	  Flyer	  Memorial	  for	  farm	  founder.	  October	  2011.	  	  Fischer	  Family 
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Figure	  B3.	  Ginger	  the	  pig.	  November	  2011.	  	  Susan	  Johnson	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Figure	  B4.	  Ginger	  &	  Anya	  in	  the	  pig	  pen.,	  November	  2011.	  	  Susan	  Johnson	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  Figure	  B5.	  Farm	  vegetable	  stand,	  November	  2011.	  	  Susan	  Johnson	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Figure	  B6.	  Keith	  Barn,	  and	  stonewall	  that	  separates	  it	  from	  Beetlebung	  Farm.	  October	  2011.	  	  
	  Susan	  Johnson	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Figure	  B7.	  Kale	  fields,	  looking	  up	  from	  left	  side,	  front	  of	  farm,	  November	  2011.	  
	  Susan	  Johnson	  	  
 
 
 
 
 
EN	  PLEIN	  AIR	  AND	  RELATIONSHIPS:	  BECOMING	  SELF-­‐AWARE	  	  WITH	  THE	  ART-­‐MAKING	  PROCESS	  	  
 
 
97 
 
 
 
 
	  
Figure	  B8.	  View	  to	  pig	  pen	  &	  barn	  from	  front	  center.	  Vegetable	  stand	  is	  behind	  the	  viewer.	  
December	  2011.	  	  Susan	  Johnson	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Figure	  B9.	  Kale	  the	  Goat.	  She	  lives	  at	  a	  goat	  farm	  now,	  &	  this	  is	  now	  part	  of	  the	  pig	  pen.	  October	  2011.	  
	  Susan	  Johnson	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Figure	  B10.	  Set	  up	  to	  paint	  the	  chestnut	  trees,	  far	  end	  of	  kale	  field.	  	  
October	  2011.	  	  Susan	  Johnson	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Figure	  B11.	  Painting	  by	  the	  Keith	  barn.	  October	  2011.	  	  
	  Susan	  Johnson	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 Figure	  B12.	  Painting	  pig	  pen	  shack,	  tree,	  kale	  field.	  October	  2011.	  
	  Susan	  Johnson	  	  
EN	  PLEIN	  AIR	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  THE	  ART-­‐MAKING	  PROCESS	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Figure	  B13.	  Painting	  the	  herb	  garden	  and	  flower	  beds.	  
	  Bunnies	  are	  in	  the	  green	  house.	  November	  2011.	  	  Susan	  Johnson	  
 
 
 
 
 
 
EN	  PLEIN	  AIR	  AND	  RELATIONSHIPS:	  BECOMING	  SELF-­‐AWARE	  	  WITH	  THE	  ART-­‐MAKING	  PROCESS	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Figure	  B14.	  Painting	  view	  to	  pig	  pen	  and	  Keith	  barn.	  Next	  to	  green	  house,	  in	  front	  of	  vegetable	  stand.	  	  
December	  2011.	  	  Susan	  Johnson	  
 
EN	  PLEIN	  AIR	  AND	  RELATIONSHIPS:	  BECOMING	  SELF-­‐AWARE	  	  WITH	  THE	  ART-­‐MAKING	  PROCESS	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Figure	  B15.	  Art	  journal.	  	  Example	  from	  ideas	  section	  in	  art	  journal.	  
	  Susan	  Johnson	  	  
 
EN	  PLEIN	  AIR	  AND	  RELATIONSHIPS:	  BECOMING	  SELF-­‐AWARE	  	  WITH	  THE	  ART-­‐MAKING	  PROCESS	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Figure	  B1.	  Example	  from	  Preliminary	  Product	  section	  of	  art	  journal.	  	  Susan	  Johnson	  
 
EN	  PLEIN	  AIR	  AND	  RELATIONSHIPS:	  BECOMING	  SELF-­‐AWARE	  	  WITH	  THE	  ART-­‐MAKING	  PROCESS	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Figure	  B17.	  Example	  of	  reflection	  in	  ideas	  section	  of	  art	  journal.	  
	  Susan	  Johnson	  	  
 
EN	  PLEIN	  AIR	  AND	  RELATIONSHIPS:	  BECOMING	  SELF-­‐AWARE	  	  WITH	  THE	  ART-­‐MAKING	  PROCESS	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Figure	  B18.	  Example	  from	  sketch	  section	  of	  art	  journal.	  
	  Susan	  Johnson	  	  
EN	  PLEIN	  AIR	  AND	  RELATIONSHIPS:	  BECOMING	  SELF-­‐AWARE	  	  WITH	  THE	  ART-­‐MAKING	  PROCESS	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Figure	  B19.	  Example	  from	  sketch	  section	  of	  art	  journal.	  
	  Susan	  Johnson	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  AIR	  AND	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  SELF-­‐AWARE	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  ART-­‐MAKING	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Figure	  B20.	  Sequence	  showing	  painting	  development.	  Lower	  left	  &right	  are	  sketches.	  	  
Top	  left	  is	  early	  stage	  of	  painting,	  Top	  right	  is	  completed	  painting.	  November	  2011.	  
	  Susan	  Johnson	  	  
 
EN	  PLEIN	  AIR	  AND	  RELATIONSHIPS:	  BECOMING	  SELF-­‐AWARE	  	  WITH	  THE	  ART-­‐MAKING	  PROCESS	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Figure	  B21.	  Barn	  &	  Stone	  Wall.	  Oil	  on	  linen.	  18"	  x	  24".	  August	  2011..	  
	  Susan	  Johnson	  	  
EN	  PLEIN	  AIR	  AND	  RELATIONSHIPS:	  BECOMING	  SELF-­‐AWARE	  	  WITH	  THE	  ART-­‐MAKING	  PROCESS	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Figure	  B22.	  Flower	  Garden.	  Oil	  on	  linen.	  9"	  x	  12". 
September	  2011. 	  Susan	  Johnson	  
EN	  PLEIN	  AIR	  AND	  RELATIONSHIPS:	  BECOMING	  SELF-­‐AWARE	  	  WITH	  THE	  ART-­‐MAKING	  PROCESS	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Figure	  B23.	  Barn.	  Oil	  on	  canvas,	  11"	  x	  14".	  October	  2011.	  
	  Susan	  Johnson	  	  
EN	  PLEIN	  AIR	  AND	  RELATIONSHIPS:	  BECOMING	  SELF-­‐AWARE	  	  WITH	  THE	  ART-­‐MAKING	  PROCESS	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Figure	  B24.	  	  Kale's	  World.	  Oil	  on	  canvas.	  11"	  x	  14".	  	  
September	  2011.	  	  Susan	  Johnson	  
 
 
EN	  PLEIN	  AIR	  AND	  RELATIONSHIPS:	  BECOMING	  SELF-­‐AWARE	  	  WITH	  THE	  ART-­‐MAKING	  PROCESS	  	  
 
 
114 
	  
Figure	  B25.	  Back	  Field.	  Oil	  on	  linen.	  9"	  x	  12".	  November2011.	  
	  Susan	  Johnson	  
EN	  PLEIN	  AIR	  AND	  RELATIONSHIPS:	  BECOMING	  SELF-­‐AWARE	  	  WITH	  THE	  ART-­‐MAKING	  PROCESS	  	  
 
 
115 
	  
Figure	  B26.	  Exemplar:	  Allen	  Whiting.	  Oil.	  	  Allen	  Whiting. 
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  PLEIN	  AIR	  AND	  RELATIONSHIPS:	  BECOMING	  SELF-­‐AWARE	  	  WITH	  THE	  ART-­‐MAKING	  PROCESS	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Figure	  B27.	  Exemplar:	  Wolf	  Kahn.	  Pastel.	  	  Wolf	  Kahn. 
EN	  PLEIN	  AIR	  AND	  RELATIONSHIPS:	  BECOMING	  SELF-­‐AWARE	  	  WITH	  THE	  ART-­‐MAKING	  PROCESS	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Figure	  B28.	  Exemplar:	  Claude	  Monet.	  Pastel.	  	  Clark	  Museum. 
EN	  PLEIN	  AIR	  AND	  RELATIONSHIPS:	  BECOMING	  SELF-­‐AWARE	  	  WITH	  THE	  ART-­‐MAKING	  PROCESS	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Figure	  B29.	  Thomas	  Hart	  Benton.	  Oil.	  The	  People	  of	  Chilmark.	  	  
	  Hirshhorn	  Museum	  Collection.	  
EN	  PLEIN	  AIR	  AND	  RELATIONSHIPS:	  BECOMING	  SELF-­‐AWARE	  	  WITH	  THE	  ART-­‐MAKING	  PROCESS	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Figure	  B30.	  Sketch	  for	  portrait	  of	  Ozzie	  Fischer.	  Stan	  Murphy.	  Fischer	  Family	  
EN	  PLEIN	  AIR	  AND	  RELATIONSHIPS:	  BECOMING	  SELF-­‐AWARE	  	  WITH	  THE	  ART-­‐MAKING	  PROCESS	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Figure	  B31.	  Susan	  Painting	  At	  Beetlebung	  Farm.	  	  
Tim	  Johnson.	  Photograph.	  August	  2011.Tim	  Johnson	  
